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NEO-ROMANTICISM IN ALEJANDRO CASONA
CHAPTER I
TWENTIETH CENTURY SPANISH THEATER
Since i t s  very  in c e p t io n ,  Spanish  l i t e r a t u r e  has heen c h a ra c te r ­
iz e d  by d u a l i s t i c  te n d e n c ie s ,  a f a c t  in e x tr ic a b ly  r e l a t e d  to  th e  co ex is­
te n ce  o f  l i t e r a r y  movements th roughou t Spanish  h i s to r y .  For example, 
w h ile  Spain te n a c io u s ly  adhered t o  Middle Ages t r a d i t i o n s ,  th e  R enaissance 
dawned elsew here and i t s  id e a s  began to  i n f i l t r a t e  S pain . \Then t h i s  r e ­
v iv a l  d e f in i t iv e ly  a r r iv e d  in  S p a in , th e  r e s u l t  was a  panorama o f  diam et­
r i c a l l y  opposed coetaneous v a lu e s . S pan iards p re se rv e d  s e le c t  l i t e r a r y  
t r a d i t io n s  and b e l i e f s  o f  th e  p a ss in g  e ra  a t  th e  same tim e t h a t  th e y  were 
in c o rp o ra tin g  c h a r a c te r i s t i c s  o f  th e  c u rre n t one , o f te n  r e s u l t in g  in  v io ­
l e n t  c o n tra s ts  which were to  become firm ly  embedded in  th e  S panish  psyche. 
Such a s i tu a t io n  i s  n o t p e c u l ia r  to  one epoch, b u t can be tr a c e d  
th roughou t S panish  h i s to r y .  A case  in  q u e s tio n  i s  th e  Baroque p e rio d  in  
sev en teen th  cen tu ry  S pain . Here d u a l i s t i c  c h a r a c te r i s t i c s  a re  p a r t ic u ­
l a r l y  e v id e n t. Not only do R enaissance t r a i t s  e x i s t  c o n cu rren tly  w ith  
Baroque e x c e sse s , th ey  a re  a t  th e  same tim e m odified  by them. Thus, a
1
2c la sh  "between opposing v a lu es  "becomes th e  r u le  r a th e r  th a n  th e  ex cep tio n . 
Id e a l ly  S pan iards f e l t  t h a t  th ey  had a d iv in e  m issio n  t o  r u le  th e  w orld  
and sp re ad  th e  d o c tr in e s  o f  C ath o lic ism ; such was th e  case d u rin g  th e  
re ig n  o f  C arlos V. However, a t  th e  tim e when th e  Baroque a ro se  s ix te e n th  
cen tu ry  va lu es  had a l l  b u t d is in te g r a te d ,  Spain had l o s t  h e r  once leg io n  
power, h e r  lands and p eop le  were w asted , th e  country  was f in a n c ia l ly  
ru in e d . S p an ia rd s , unab le  to  cope w ith  such a d e v a s ta tin g  and demoral­
iz in g  s i t u a t i o n ,  fe ig n e d  th e  o s te n ta t io n  th ey  once r i g h t f u l l y  claim ed , 
d e lud ing  them selves in  th e  b e l i e f  th a t  t h e i r  country  would once again  
ru le  th e  w orld . C o n tra s ts  between opposing v a lu e s , f i r s t  seen  in  th e  
Middle Age -  R enaissance c o n f l i c t ,  reap p eared  in  th e  Baroque: r e a l  versus
id e a l ,  s u b je c tiv ism  v ersu s  o b je c tiv ism , w ith  th e  r e s u l t  h e re  b e in g  a  v i r ­
t u a l  b u r s t in g  f o r th  o f  excesses and p re te n s io n s .
The n in e te e n th  cen tu ry  Romantic movement in  S pain  i s  an o th er 
i l l u s t r a t i o n  o f  d u a l i s t i c  te n d e n c ie s . A com posite o f  v a rio u s  ag es . Ro­
m anticism  owes a good p a r t  o f  i t s  emphasis on in d iv id u a lism  to  th e  r i s e  
o f  th e  m iddle c la s s  a t  th e  end o f  th e  Middle Ages as w e ll  as t o  R enais­
sance and Golden Age id e a l s .  S im ila r ly  Romanticism i s  b u t an ex ten s io n  
of th e  Baroque: j u s t  as th e  l a t t e r  was a  r e a c t io n  to  th e  o b je c t iv e ,
g e n e ra liz in g  n a tu re  o f  C la ss ic ism , so  too  was Romanticism a r e a c t io n  to  
N eo-C lassicism . For a  t im e , reason  and em otion, th e  ego and th e  non-ego, 
e x is te d  s id e  by s id e .  F o r tu n a te ly  o r n o t f o r  S p a in , N eo-C lassic ism  had 
never r e a l ly  taken  ro o t and Spain s t i l l  b a s ic a l ly  h e ld  on to  Golden Age 
id e a l s ,  v a lu e s , and e x c e s se s , more in  keeping  w ith  h e r  in d iv id u a l i s t i c  
n a tu re . In  t h i s  s e n s e , she was a lre ad y  p red isp o sed  t o  th e  Romantic move­
ment b e fo re  i t  a r r iv e d  on th e  Spanish  scene . The c o n tra p o s it io n  o f
3N eo -C lass ica l norms w ith  th e  S panish  psyche , a com posite o f  R enaissance 
and Baroque in d iv id u a lism  and r e b e l l io n ,  produced Romanticism. Although 
th e  names may vary  from age to  age, th e  ten d en c ie s  seem to  rem ain con­
s t a n t ,  th u s  g iv in g  r i s e  t o  new movements formed o f  opposing v a lu es  and 
t r a i t s .
The tw e n tie th  cen tu ry  i s  no d i f f e r e n t  from  th e  r e s t  o f  Spanish
h is to r y .  This p o in t i s  e s p e c ia l ly  v a l id  in  th e  f i e l d  o f drama, n o t only
in  th e  y e a rs  fo llo w in g  th e  Spanish  C iv i l  War b u t a lso  in  th e  p re -w ar e ra .
. . .  we can see  t h a t  th e  Spanish  d ra m a tis ts  o f  today  a re  th e  
h e i r s  o f  a  te n s io n  composed o f  a  b e l i e f  in  th e  v a lu e  o f  uncom­
prom ising  id e a lism  and a r e a l i z a t io n  o f i t s  u s e fu ln e s s ;  o f  a
b e l i e f  and a  p r id e  in  th e  uniqueness and s u p e r io r i ty  o f  Spain
and a r e a l iz a t io n  o f i t s  backwardness in  c o n tra s t  to  th e  r e s t  
o f  th e  W estern w o rld .1
Throughout t h i s  c e n tu ry , l i t e r a t u r e  has been a p roduct o f  th e  c re a t iv e  
te n s io n  between o ld  and new te n d e n c ie s ,  as i s  a p tly  m an ife s ted  by n o te ­
worthy w r i t e r s ,  among them th e  d ra m a tis t A le jandro  Casona. However, an 
u n d e rs tan d in g  o f  tw e n tie th  c en tu iy  d ram atic  development i s  e s s e n t i a l  to  
th e  comprehension o f  C asona 's p la ce  among h is  co n tem p o raries . T h e re fo re , 
a d iv is io n  o f  th i s  e ra  in to  p e r io d s ,  however a r b i t r a r y  th e  c l a s s i f i c a t io n s  
may b e , re v e a ls  d e f in i te  p a t te r n s :  1900 u n t i l  th e  advent o f  th e  s o -c a l le d  
G eneration  o f  1927; 1927 u n t i l  th e  o u tb reak  o f  th e  Spanish  C iv i l  War; and 
1936 u n t i l  th e  p re s e n t .
From 1900 to  1927, th e  Spanish  scene was dom inated by th e  r e a l i s ­
t i c  bou rg eo is  drama o f  J a c in to  B enavente. A re a c tio n  to  E ch eg aray 's  Ro­
m antic  th e s i s  p la y , B enaven te 's  dramas ’re tu rn e d  v e r is im i l i tu d e  and
^George W ellw arth , The T h ea ter o f  P r o te s t  and Paradox (New York: 
New York U n iv e rs ity  P r e s s ,  1971), p . 300,
kn a tu ra ln e s s  to  th e  s ta g e .  Benavente gave drama new l i f e  and was th e re b y  
c a l le d  th e  c r e a to r  o f  th e  modem comedy, dom inating th e  f i e l d  f o r  alm ost 
h a l f  a  c e n tu ry .^  B enavente ach ieved  su ccess  w ith  Gente co n o cid a , which 
was a  s y n th e s is  o f  an innocuous b u t somewhat re s p o n s ib le  s o c ia l  s a t i r e ;  
he had le a rn e d  from  th e  p u b lic  r e a c t io n  to  h is  p rev io u s  work E l n ido  a,1e- 
n o , a  f a i l u r e  because i t  had  been to o  c r i t i c a l  o f th e  e x is t in g  s o c ia l  
s t r u c t u r e .3 B enavente*s dramas o ffended  no one; h is  su ccess  was due to  
t o t a l  accep tance  by th e  b o u rg e o is ie ,  a  c la s s  which re q u ire d  conform ity  
and b a n a l i ty  as th e  norm. B en av en te 's  sch o o l was com prised o f  Manuel 
L in ares  R ivas and h is  b o u rg eo is  th e s i s  drama, G regorio  M artinez S ie r r a  
and h is  p lay s  o f  s e n tim e n ta l  re a lism  w ith  a  f a i n t  su g g es tio n  o f  t h e s i s ,  
and F e lip e  Sassone S u a re z .^
The re g io n a l  t h e a t e r  was a coetaneous ex ten s io n  o f  B enaven te ' s 
r e a l i s t i c  bou rgeo is  drama. The main exponents o f  costum brism o and th e  
s a in e te  sought to  p ro v id e  th e  p u b lic  w ith  p u re  d iv e r s io n , th e re b y  v o id ­
in g  t h e i r  p la y s  o f  id e o lo g ic a l  i n t e r e s t .  As a  r e s u l t ,  th e y  were h ig h ly  
s u c c e s s fu l .  The le a d e rs  o f  t h i s  o ffsh o o t o f  B enaventian  re a l is m  were 
Jo aq u in  and S e ra f in  A lvarez  Q uin tero  whose main lo v e  was A n d a lu c ia , C arlos 
A rniches who o f te n  mixed th e  p u re  costum brism o o f  Madrid w ith  s o c ia l  c r i ­
t i c i s m  in  th e  v e in  o f  th e  G enera tion  o f  1898, and Pedro Munoz Seca who
^Jack  Horace P a rk e r ,  Breve h i s t o r i a  d e l t e a t r o  espafio l (Mexico; 
E d ic iones de A ndrea, 1 9 5 7 ), p . l4 6 .
^G. G. Brown, A L i te r a ry  H is to ry  o f S p a in : The T w entie th  Century
(New York: Barnes and N oble, I n c . ,  1972 ), pp . 1 1 3 - l lk .
^Angel Valbuena P r a t ,  H is to r ia  d e l t e a t r o  e sp an o l (B arcelona : 
E d i to r i a l  Noguer, S . A ., 1 9 5 6 ), p . 588.
5was famoxis f o r  h is  development o f  th e  s a in e te .^  The re g io n a l  t h e a t e r  
evo lved  p ro g re s s iv e ly  to  th e  t h e a t e r  o f  pu re  humor w ith  Enrique J a r d i a l  
P o n c e la , Joaqu in  A batf y  D iaz, A ntonio Paso y  Cano, and Tono (pseudonym 
o f  A ntonio de L ara) as th e  le a d in g  d ra m a tis ts ,^
D uring th e  same e r a  t h a t  B en av en te 's  sch o o l was en jq y in g  fa v o r , 
th e r e  a ro se  an o th er group which was d ia m e tr ic a l ly  opposed to  i t .  This 
sch o o l became known as th e  t e a t r o  p o e t ic o , c lo s e ly  r e l a t e d  to  Modernism 
in  i t s  a n t i - r e a l i s t i c  b e n t. I t  p r o te s te d  a g a in s t  th e  p ro s a ic  w orld  which 
c h a ra c te r iz e d  tw e n tie th  cen tu ry  s o c ie ty .?  Among i t s  proponents were 
A ntonio and Manuel Machado, F ran c isco  V il la e s p e s a ,  Eduardo M arquina, Luis 
Fernandez Ardavan, Jo se  M aria Peman, E nrique Lopez A la rco n , Ramon de
O
Godoy, and Fernando Lôpez M artin . Also in c lu d e d  were Ramon Goy de S i lv a ,  
Joaqu in  M untaner, and Mariano Tomas.^
By i t s  very  n a tu re ,  th e  t e a t r o  p o e tic o  p ro v id ed  a  sh arp  c o n tr a s t  
to  th e  p ro s a ic  re a lism  o f  B enavente. A lthough b o th  had t h e i r  own leag u e  
o f  s tau n ch  ad v o ca te s , Benavente*s sch o o l was w ith o u t doubt th e  more suc­
c e s s fu l  and p o p u la r  o f  th e  two. N e v e r th e le s s , th e  f a c t  rem ains t h a t  th e  
ju x ta p o s i t io n  o f  th e  p ro s a ic  and th e  p o e t ic  produced a c o n tra s t  which 
would l a t e r  be  in t e n s i f i e d  w ith  th e  advent o f  w ar.
^ Jan e t W inecoff D iaz , "T w entie th  Century Spanish  T h ea te r a t  a  
G lance: C u rre n ts , F ig u re s , and E x p erim en ts ,"  Romance N o tes , IX , i  (Au­
tumn, 1967) ,  p . 23.
^ P a rk e r , p . 153.
?Diaz, p. 23.
b a r k e r ,  p . 161 .
^Valbuena P r a t ,  p . 618 .
6Coetaneous w ith  th e  bourgeo is  drama, th e  re g io n a l  t h e a t e r ,  and 
th e  p o e t ic  t h e a t e r  was th e  G eneration  o f  I 898 , This group has n o t been 
accorded  much a t te n t io n  by l i t e r a r y  c r i t i c s  due to  th e  f a c t  t h a t  i t s  mem­
b e rs  ach ieved  more memorable su ccesses  in  o th e r  g e n r e s . H o w e v e r ,  Ram6n 
d e l V a lle  I n c la n ,  M iguel de Unamuno, and A zorin  (pseudonym o f  Jo se  Mar­
t in e z  R uiz) d ese rv e  a d i s t i n c t  p la c e  in  th e  e v o lu tio n  o f  th e  tw e n tie th  
cen tu ry  th e a t e r  f o r  th ey  e f f e c te d  a  s y n th e s is  o f  two e x is t in g  and some­
what d i f f e r e n t  te n d e n c ie s :  Modernism combined w ith  re a lism .^ ^  In  add i­
t i o n ,  t h e i r  d ram a tic  e f f o r t s  o f te n  fo re c a s t  changes in  th e  g en re . For 
example, V a lle - In c la n  has been s in g le d  ou t as a  p re c u rso r  o f th e  Genera­
t io n  o f  1927 i n  h is  use o f  th e  e sp e rp e n to . which has obvious a f f i n i t i e s  
w ith  S u rre a lism .
V a lle - In c la n  alm ost s in g leh an d ed ly  p u l le d  Spanish  drama in to  
th e  m ainstream  o f  tw e n tie th  cen tu ry  th o u g h t. With h is  s a r ­
don ic  overview  o f  l i f e  V a lle - In c la n  was a b le  t o  show th e  
g ro te sq u en ess  o f  th e  c o n tra s t  between th e  pundonor o f  th e  
S p an ia rd  and th e  c ircum stances o f th e  modem w orld .
Not only  i s  h is  te c h n ic a l  use o f  th e  esp e rp en to  s u r r e a l i s t i c ,  b u t i t s
u n d erly in g  id eo lo g y  emphasizes th e  d u a l i ty  o f  th e  Spanish  w orld .
U n fo r tu n a te ly , however, V a lle - In c la n  was n o t a p p re c ia te d  in  h is
day. In  f a c t ,  due to  th e  c o n fo rm is tic  t a s t e s  o f  th e  b o u rg e o is ie , many
re n o v a tin g  a ttem p ts  f a i l e d  com pletely  o r were accorded m inimal a t t e n t io n ,
S pan iards v i r t u a l l y  ig n o red  n o t on ly  V a lle - In c la n ’s ex p erim en ta tio n s  w ith
fa r s a s  and e sp e rp e n to s , b u t a lso  J a c in to  G rau’s p o e tiz e d  and d ram atized
m yths, Goy de S i l v a 's  sym bolic ly r ic is m , Gomez de l a  S e rn a ’s f l i g h t s
^^I b id , , p , 589, ^^D£az, p ,  23,
^ % e llw a r th , p , 356 ,
7tow ard i r r e a l i t y ,  and A z o rin 's  f le d g l in g  s u r r e a l i s t i c  a t t e m p t s , P r i o r  
to  1927 th e  p u b lic  was n o t ready f o r  change, although  th e  f i r s t  t r a c e s  o f  
in n o v a tio n  were beg inn ing  to  be seen .
The p e r io d  o f 1927 u n t i l  1936 was perhaps th e  most f r u i t f u l  and 
v a r ie d  one in  a l l  o f  tw e n tie th  cen tu ry  Spanish  drama from th e  s ta n d p o in t 
o f  i n t e r n a l  l i b e r a l i z a t i o n .  The p u b lic  t a s t e  was n o t as r e s t r a in e d ,  
fo re ig n  in f lu e n c e s  were more a p p a re n t, and w r i te r s  began to  experim ent 
w ith  new a r t  form s. However, Spain was n o t t o t a l l y  l ib e r a l i z e d  in  th e  
s t r i c t e s t  sense  o f  th e  word: th e  b o u rg e o is ie  s t i l l  re ig n e d  supreme.
N e v e r th e le s s , more change was adm itted  th an  in  p rev io u s  d ecades, and 
th e re  was s tro n g  ev idence t h a t  in n o v a tiv e  e f f o r t s  m ight ga in  a f irm  f o o t­
h o ld  given a few y e a r s ' tim e . U n fo rtu n a te ly  th e  ou tb reak  o f  war in  1936 
destro y ed  any c re a t iv e  seed  t h a t  had p o s s ib ly  begun to  germ ina te .
The G eneration  o f  1927 was p r im a r i ly  a  g e n e ra tio n  o f p o e ts .  I t s  
im portance in  th e  th e a te r  l i e s  in  i t s  a ttem p t to  b reak  th e  f e t t e r s  o f  
B enaventian  re a lism  and conform ity  which bound th e  th e a t e r .  In  th e  p o e tic  
rea lm , th e  G enera tion  o f  1927 a s s im ila te d  fo re ig n  in f lu e n c e s , a ccep tin g  
more vanguard elem ents such as s u r re a l ism  and ex p ress io n ism , and combining 
them w ith  t r a d i t i o n a l  m a t e r i a l s . T h i s  dualism  was soon r e f l e c te d  in  
th e  t h e a t e r .  On th e  one hand , w r i te r s  were concerned w ith  u n iv e r s a l  and 
e te r n a l  themes such as e sse n c e , b e in g , r e a l i t y ,  i l l u s i o n ,  and t r u t h .  On 
th e  o th e r  hand th e re  was a  r e v iv a l  o f  i n t e r e s t  in  th e  c la s s ic  t h e a t e r .
13Alejandro Casona, Obras Complétas, w ith a Prologue by Federico  
Carlos Sainz de R obles, I  (Madrid: A gu ilar , I 963) ,  p. xxx iv .
^^Michael Benedict and George W ellwarth, e d s . , Modem Spanish  
Theater (New York: Dutton and C o., 1968) ,  p . x iv .
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9en joyed  c re a t iv e  freedom , even though p u b lic  t a s t e  h in d e re d  t h e i r  t o t a l  
im ag in a tiv e  o u tp u t. N e v e r th e le s s , th e  f a c t  rem ained th a t  a r t i s t s  cou ld  
s a f e ly  v o ice  t h e i r  o p in io n s  w ith o u t f e a r  o f  r e t r ib u t io n  o r  r e p r i s a l .  
Postw ar w orks, how ever, were m arkedly in tr a n s c e n d e n ta l  and o f te n  r e p e t i ­
t io u s  and b o r in g .
The reaso n s f o r  t h i s  ap p aren t vacuum o f  s u b je c t  m a tte r  a re  b o th  
i n t r i n s i c a l l y  p o l i t i c a l  and s o c i a l .  The t r e n d  begun p r io r  to  th e  war o f  
an alm ost e x c lu s iv e  b o u rg eo is  aud ience  co n tin u ed ; few p r o v in c ia l  th e a te r s  
reopened a f t e r  th e  w ar and th e  e f f o r t s  o f  th e  M isiones Pedagogicas d is ­
banded. F urtherm ore , s in c e  p ro d u c tio n  c o s ts  th en  were p r o h ib i t iv e ,  t h i s
s i tu a t io n  was o f  n e c e s s i ty  r e f l e c t e d  in  th e  p r ic e  o f  adm ission  t i c k e t s ,
17th e reb y  r e s t r i c t i n g  e n tra n c e  to  th e  more a f f lu e n t  c la s s e s .  As b e fo re  
th e  w ar, t h i s  group was q u i te  c o n se rv a tiv e  and d e s iro u s  o f  b e in g  m erely  
amused. This was doubly compounded by th e  f a c t  t h a t  l i g h t  dram a, no 
m a tte r  how i n f e r i o r ,  o f f e re d  th e s e  peo p le  an escape from th e  h a rsh  r e a l i t y  
su rround ing  them in  th e  a fte rm a th  o f  w ar. P lays o f  pure  d iv e rs io n  r e -
18m ained in  vogue, out o f  cho ice  as w e ll  as n e c e s s i ty .
On th e  p o l i t i c a l  s id e ,  au th o rs  were l im i te d  in  s u b je c t  m a tte r .
The th e a t e r ,  s in c e  i t  reach ed  more peop le  more d i r e c t ly  and f o r c e f u l ly  
th an  th e  o th e r  g e n re s , was u sed  as a  weapon o f propaganda f o r  th e  e x i s t ­
in g  regim e. Due to  th e  s t r i c t  e x e rc is e  o f  c e n so rsh ip , on ly  th e  most 
in an e  and b a n a l m a te r ia l  was a llow ed  on th e  s t a g e . H e n c e ,  many f in e  
p lay s  met an unw arran ted  and h a s ty  dem ise. The th e a t e r  was f i l l e d  w ith
J a n e t W inecoff D iaz , "The Postw ar Spanish  T h e a te r ,"  South At­
l a n t i c  B u l l e t in . XXXIII, i i  (March, 1 9 6 8 ), p . 7 .
^ ° I b i d . , p . 8 . l ^ I b id .
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t r a n s l a t i o n s ,  a d a p ta t io n s , a  r e tu rn  to  Greek tra g e d y , and th e  au to s 
?osac ra m e n ta le s . Such a  d e p lo ra b le  s t a t e  has prom pted th e  b e l i e f  t h a t  
th e  S panish  t h e a t e r  in  th e  immediate postw ar p e r io d  was one o f  testim ony  
r a th e r  th a n  i n v e n t i o n . T h i s  ty p e  o f  l i t e r a t u r e  i s  o f te n  r e f e r r e d  to  
as t e a t r o  de ev asio n  f o r  i t  avoids p o l i t i c a l  and s o c ia l  them es, concen­
t r a t e s  oh p u re  e n te r ta in m e n t and p sy c h o lo g ic a l w orks, and a ttem p ts  m in i­
mal th em a tic  o r  s t r u c t u r a l  te c h n iq u e s . W rite rs  such as A lfonso  P aso ,
Juan Ig n a c io  Luca de T ena, V ic to r Ruiz I r i a r t e ,  Jo se  M aria Peman, Jo se
Lopez R ubio , Jo aq u in  Calvo S o te lo , M iguel M ihura, and Edgar N e v ille  f a l l
22in to  t h i s  c a te g o ry . N e v e r th e le s s , tow ard  th e  end o f  th e  19^0 's  th e re
was a  s l i g h t  change in  th e  works o f  Ruiz I r i a r t e ,  Lopez Rubio and N e v ille ;
w r i te r s  were b eg in n in g  to  be more adep t in  th e  com position o f  t h e i r  e sc a -  
23p i s t  p la y s .
In  r e a c t io n  to  th e  t e a t r o  de ev asio n  th e r e  a ro se  what i s  known 
as th e  t e a t r o  s o c i a l  which a c tu a l ly  began in  19^9 w ith  th e  p ro d u c tio n  o f  
A ntonio Buero V a l le jo 's  H is to r ia  de una e s c a le r a , and was g iven  f u r th e r  
im petus in  1950 when Jo sé  M aria de Q uinto and A lfonso S a s tre  s ig n ed  th e  
’’M an if ie s to  de T e a tro  de A g itac io n  S o c ia l” a t ta c k in g  th e  e x is t in g  p o l i t i ­
c a l  and s o c ia l  i n s t i t u t i o n s .^ ^  This group i s  composed o f  n o ta b le s  l i k e  
S a s t r e ,  Jo sé  E m ilio  A ragones, Buero V a lle jo ,  R odriguez Buded, C arlos 
Muniz, Lauro Olmo, A ntonio G ala, and A lfredo  M a n a s . However, th e se
^Ovalbuena P r a t ,  p . 658 . ^^Brown, p . l4 4 .
^^D iaz , "T w entie th  Century Spanish  T h e a te r ,"  Romance N o tes , p . 26.
^^Brown, p . 157.
^^D iaz , "Postw ar Spanish  T h e a te r ,"  South A t la n t ic  B u l le t in ,  p . 10,
^^ Ib id . . p . 11.
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w r i te r s  a re  fo rc e d  to  cope w ith  th e  cen so rsh ip  fa c ed  by th e  e v a s io n is ta s .
C ensorship  l im i t s  them t o  th e  " o b je c tiv e "  p re s e n ta t io n  o f  
problem  s i tu a t io n s  -  p o v e r ty , in ad eq u a te  h o u s in g , wages o r  
employment -  o r  th e  dem o n stra tio n  o f  how su b stan d a rd  con­
d i t io n s  rob th e  in d iv id u a l  o f  d ig n i ty ,  a f f e c t  him psycho­
lo g ic a l ly ,  o r  b r in g  unhappiness to  h is  fam ily  l i f e .  When 
problems o f  l i b e r t y  a re  t r e a t e d ,  th e  most freq u e n t method 
i s  i n d i r e c t ,  u s in g  o th e r  tim es o r  c o u n tr ie s .
The o ld  guard  o f  s o c ia l  p r o te s t  must r e l y ,  th e n , on d i r e c t  re a l is m  o r
h i s t o r i c a l  a l le g o ry .
Among members o f  th e  new g u ard , one f in d s  Jo se  M aria B e l l id o ,  
A ntonio M artin  B a l le s te r o s ,  and Jo se  R u ib a l, to  name b u t a  few. Due to  
t h e i r  very  s u b je c t m a tte r ,  few works have been p re se n te d  com m ercially in  
S p a in . These men and t h e i r  d a rin g  dramas form th e  c u rre n t underground 
movement.^?
Many o f  th e  p la y s  o f  t h i s  ty p e  w i l l  in e v i ta b ly  be w ith o u t 
i n t e r e s t  f o r  non-S pan iards because  o f  th e  o b sess iv e  s in g le -  
mindedness o f  th e  p o l i t i c a l  p le a d in g , bu t some o f them r i s e  
above t h e i r  im m ediate i n t e r e s t  because  o f  th e  b r i l l i a n c e  o f  
t h e i r  s a t i r e  and th e  power o f  t h e i r  them e, w hich, s in c e  i t  
i s  always a l le g o r iz e d ,  may be tak en  to  apply  to  any oppres­
s iv e  s o c ie ty  o r  p o l i t i c a l  system .
The th e a t e r  in  e x i le  e x is t s  c o n cu rren tly  w ith  th e  t h e a t e r  o f  
ev asio n  and t h a t  o f  s o c i a l  p r o t e s t .  E i th e r  d u rin g  o r  a f t e r  th e  w ar, 
many w r i te r s  f l e d  from th e  m other co u n try . Among th e  most famous to  
le av e  Spain  were J a c in to  Grau, Max Aub, R afae l A lb e r t i ,  Pedro S a l in a s ,  
R a fae l D ie s te , Jo sé  Bergamfn, and A le jandro  Casona. In  c o n tr a s t  w ith  
th e  p ro p a g a n d is tic  n a tu re  o f  p u re ly  e n te r ta in in g  l i t e r a t u r e  in  S p a in ,
^^D iaz, "T w entie th  Century Spanish  T h e a te r ,"  Romance M otes, p . 26.
^^George E. W ellw arth , "T ea tro  esp an o l de v a n g u a rd ia ,"  P rim er 
Acto (M adrid ), CXIX, p . 53.
^®W ellwarth, T h ea te r o f  P r o t e s t , p .  366.
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l i t e r a t u r e  in  e x i le  i s  a r ic h  one com prising a  h ro ad  range o f  te n d e n c ie s ,
ran g in g  from Aub's t e a t r o  ep ico  to  C asona 's ju x ta p o s i t io n  o f  r e a l i t y  and
i l l u s i o n . 29 N e v e rth e le s s , l i t e r a t u r e  in  e x i le  tra n sm its  a  f e e l in g  o f
n o s ta lg ia  f o r  S p a in , o f te n  as s t r i d e n t ly  as l i t e r a t u r e  in  Spain d ep lo re s
e x is t in g  c o n d itio n s .
Los que v o lu n ta r ia  o forzadam ente se quedaron en Espafîa 
e sc r ib e n  b a jo  l a  p re s io n  de un am biente t o t a l i t a r i o .  Los 
que s a l ie ro n  v iven  en e l  d e s t i e r r o  con l a  n o s ta lg ia  de l a  
p a t r i a  l e ja n a ,  l a  am argura de l a  d e r ro ta  y separados de 
la s  fu e n te s  p r im a ria s  de to d a  c re ac io n  l i t e r a r i a ,  e l  su e lo  
y l a  lengua  d e l e s c r i t o r .  Todos anhelan  v o lv e r  a  e n c o n tra r  
su  voz e n te r a  en una p a t r i a  l i b r e .
A le jand ro  Casona f a l l s  in to  th a t  group o f  d ra m a tis ts  who had  be­
gun to  enjoy g re a t  p o p u la r i ty  p r io r  to  th e  ou tb reak  o f  th e  S panish  C iv i l  
War, b u t who had been fo rced  to  le a v e  Spain  due to  th e  ex p ed ien c ies  o f  
w ar. I t  i s  u n fo r tu n a te  t h a t  Casona found i t  n ecessa ry  to  f l e e ,  f o r  had 
he rem ained h is  works would most a ssu re d ly  have been immensely p o p u la r , 
g iven t h e i r  s u b je c t m a tte r  and e v a s io n is ta  b e n t .  Spain to o  s u f fe re d  
from h is  l o s s , f o r  in  Spain works were b e in g  produced a lo n g  th e  same 
th em atic  l in e s  b u t w ith o u t h is  t a l e n t . C a s o n a ' s  works have been c la s ­
s i f i e d  as p a r t  o f  th e  t e a t r o  de ev as io n  b u t a  c lo se  study  o f  them shows
Ï
th a t  h is  s o - c a l le d  evasionism o encompasses a sh arp  c r i t i c i s m  o f modern 
s o c ie ty  c h a ra c te r iz e d  by bourgeo is  m a te r ia lism  and a s c i e n t i f i c  n a tu re .  
M oreover, in  v a r ie d  sym bolic and th em a tic  te c h n iq u e s , C asona 's dramas
^^D iaz, "Postw ar Spanish  T h e a te r ,"  South A tla n t ic  B u l l e t in , p . 9 .
30Angel Del R io , H is to r ia  de l a  l i t e r a t u r a  espaflola, I I  (New York: 
H o lt, R in eh art and W inston, I n c . , 1 9 ^8 ), p . 353. '
^^D iaz, "Postw ar Spanish  T h e a te r ,"  South A tla n t ic  B u l l e t in , p . 9 .
^^C harles H. L e ig h to n , "A lejandro  Casona y la s  id e a s ,"  I n s u la ,  
XIX, ccvi (e n e ro , 196U), p . 15.
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re p re se n t a  r e tu rn  to  some Romantic t r a i t s  and a re  a  h a rb in g e r  o f  p re s e n t  
though t as w e ll .  The com bination o f  n in e te e n th  cen tu ry  tech n iq u es  w ith  
a  tw e n tie th  cen tu ry  o u tlo o k  co a le sce  in  C asona 's drama, and p la c e  h is  
works in  th e  c u rre n t known as Neo-Romanticism; new in  t h a t  i t  i s  t in g e d  
w ith  th e  modem p reo ccu p a tio n s  o f  man l o s t  in  an u n fe e lin g  cosmos e v e r -  
sea rc h in g  f o r  i d e n t i t y ;  new in  i t s  c r i t ic i s m s  o f  th e  c u rre n t dehumaniza­
t io n  o f  s o c ie ty  and i t s  concom itant m a te r ia lism ; new in  i t s  o v e r a l l  focus 
which em phasizes th e  im portance o f  man w ith in  a  tw e n tie th  cen tu ry  c o n te x t. 
Y et, a t  th e  same tim e C asona 's  Neo-Romanticism i s  b u t an o th er m an ife s ta ­
t io n  o f  th e  re b e ll io u s n e s s  in h e re n t in  th e  S panish  psyche s in c e  th e  be­
g in n in g  o f  tim e . W hether i t  be c a l le d  R en a issan ce , Baroque, Rom antic, 
o r Neo-Romantic i s  i r r e l e v a n t :  th e  p e r s i s t i n g  ev idence rem ains t h a t  th e
l i t e r a t u r e  o f  Spain re p re se n ts  a  fu s io n  o f c u r re n ts  and b e l i e f s ,  each 
f irm ly  ro o te d  in  and draw ing in s p i r a t io n  from th e  p reced in g  one and sim ul­
ta n eo u s ly  in n o v a tin g  as w e ll .  Casona does n o t d ig re s s  from t h i s  p r e -  
e s ta b l is h e d  p a t te r n  f o r  h is  e n t i r e  d ram atic  p ro d u c tio n  i s  th e  embodiment 
o f  S pain .
CHAPTER I I
REALITY AHD ILLUSION
In  La s i r e n a  v a ra d a , P ro h ib id o  s u ic id a r s e  en p rim av e ra , and Los 
a rb o le s  mueren de p i e , Casona examines th e  problem  o f  r e a l i t y  and i l l u ­
s io n  as i t  appears w ith in  th e  co n tex t o f modern s o c ie ty .  His tw e n tie th  
cen tu ry  focus o f  th e  theme i s  a  Casonian Neo-Romantic c h a r a c t e r i s t i c  f o r  
th e  a u th o r b e l ie v e s  in  m an's d i r e c t  p e rso n a l c o n fro n ta tio n  w ith  h im se lf  
and a ls o  w ith  th e  advanced techno logy  o f  th e  modern ag e . Casona, th e n , 
adhers to  th e  Romantic t e n e t  o f escapism  from th e  in s e n s i t iv e  w orld  o f  
th e  n in e te e n th  c e n tu ry , a t  th e  same tim e t h a t  he a m p lif ie s  t h i s  Romantic 
n o tio n  to  encompass tw e n tie th  cen tu ry  p re o c c u p a tio n s , th e re b y  e n te r in g  
th e  rea lm  o f  Neo-Romanticism because o f h is  b ro a d e r  p e r s p e c t iv e .  His 
re -e v a lu a t io n  and i n t e n s i f i c a t i o n  o f  a p re - tw e n t ie th  c en tu ry  b e l i e f  g a in  
added fo rc e  when ju x tap o sed  w ith  d ram atic  te ch n iq u es  o f  p u re ly  Romantic 
in v e n tio n . C onsequently , th e  com bination o f  a  modem Neo-Romantic id e o l­
ogy w ith  t h e a t r i c a l  d ev ices o f  th e  p reced in g  age produces th e  c re a t iv e  
te n s io n  ap p aren t in  th e  dramas o f  r e a l i t y  and i l l u s i o n .  A lthough much 
o f  C asona 's th e a t e r  dw ells to  some e x te n t on t h i s  them e. La s i r e n a
lU
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varada  (19 3 4 ), P ro h ib id o  s u ic id a r s e  en p rim avera  (1 9 3 7 ), and Los a rb o le s  
mueren de p ie  (1949) a re  most r e p re s e n ta t iv e  o f  h is  Neo-Romantic id eo lo g y . 
The ju x ta p o s i t io n  o f  th e  id e a s  o f  r e a l i t y  and i l l u s i o n  w ith in  
th e se  works produces a  dualism  which und ersco res  th e m a tic  developm ent, 
w ith  r e a l i t y  ta k in g  p recedence  over i l l u s io n  upon th e  f i n a l  outcome.
This l a s t  p o in t i s  b a s ic  t o  a  Casonian Neo-Romantic id e o lo g y , f o r  i t  i s  
in  h is  accep tance  o f  r e a l i t y  th a t  he d i f f e r s  from h is  contem porary L uig i 
P i r a n d e l lo ,  from th e  R om antics, and from many tw e n tie th  c en tu ry  e x is te n ­
t i a l i s t s .  Casona h im se lf  acknowledges h is  deb t to  P ir a n d e l lo  ” . . .  en 
cuanto  a  su  te c n ic a  de em plear e l  dobl e  p ian o  de r e a l id a d  y  f a n ta s i a ." ^  
But h e re  i s  where th e  s i m i l a r i t y  ends fo r  Casona’s dramas do n o t s a n c tio n  
i l l u s i o n  as an answer t o  p re se n t-d a y  p rob lem s, n o r do th e y  b l a t a n t ly  deny 
th e  e x is te n c e  o f  God, as do P i r a n d e l lo 's .^  I t  i s  a t  t h i s  v ery  ju n c tu re  
t h a t  Casona e n te r s  th e  rea lm  o f  Neo-Romanticism. As an a r t i s t ,  he allow s 
h is  c h a ra c te rs  t o  en joy  th e  d e l ig h ts  o f  evasion  and f l i g h t s  from r e a l i t y  
in to  th e  i l lu s o r y  w o rld , in  a  most c h a r a c t e r i s t i c a l l y  Romantic v e in . How­
e v e r , and t h i s  p o in t i s  c e n t r a l  to  th e  i s s u e ,  th e  em o tio n a l im portance o f  
th e  in d iv id u a l  g iv es  way to  a  modem p h ilo s o p h ic a l  in t e r p r e t a t i o n  o f  th e  
va lue  and p l ig h t  o f  man. A t r u e  n in e te e n th  c en tu iy  S p an ish  Romantic 
would a llow  id e a lism  t o  run  ram pant th r o u ^ o u t  h is  p la y s :  th e  c h a ra c te rs
would d ie  f o r  th e  women th e y  lo v e , th e y  would be a t  i r r e c o n c i la b l e  odds 
w ith  s o c ie ty  r e s u l t in g  from t h e i r  b e l i e f s ,  th ey  would be despondent and 
m e lan ch o lic . Casona, u n lik e  t r a d i t i o n a l  R om antics, re c o g n ize s  th e  l im i t s
^Juan R odriguez C a s te l la n o , "Mi u ltim a  co n v ersacion  con A le jandro  
C asona," R ev is ta  de e s tu d io s  h is p a n ic o s , I  (19 6 7 ), p . 187.
^C harles H. L e ig h to n , "Casona and Lorca: A B r ie f  C om parison,"
Modem Drama. V II , i  (May, 1964), p . 30.
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o f  human e x is te n c e  and th e  v a lu e  o f th e  in d iv id u a l  and consequen tly  i s  
f u l l y  aware o f  th e  im p lic a tio n s  o f  unchecked i l l u s i o n s .  D esp ite  i t s  
in h e re n t d e f e c t s ,  such as m a te r ia lism , e x c e ss iv e  s c i e n t i f i c  em phasis, 
and m e tap h y sica l d is o r ie n ta t io n ,  tw e n tie th  c en tu ry  s o c ie ty  i s  one which 
must be fa c e d ; r e a l i t y ,  no m a tte r  how h a rs h , must be accep ted  w ith  a l l  
i t s  p h ilo s o p h ic a l  im p lic a t io n s . In  Casona, Romantic em otive ap p ea l g iv es  
way to  a  Neo-Romantic g rasp  o f  th e  s i t u a t io n ;  ev asio n  becomes accep tan ce . 
A lthough th e  b a s ic  tech n iq u e  may be R om antic, th e  f i n a l  s o lu t io n  i s  
modem. Casona u t i l i z e s  w ith in  a  tw e n tie th  c en tu ry  framework Romantic 
s tra tag em s and id e o lo g ie s ,  b u t only to  a  c e r ta in  l im i t :  when he has 
th o ro u g h ly  submerged h is  c h a ra c te rs  in  a  Romantic w o rld , he im m ediately 
co n fro n ts  them w ith  th e  r e a l i t y  o f th e  tw e n tie th  cen tu ry .
L ik ew ise , Casona cou ld  never be term ed an e x i s t e n t i a l i s t  in  th e  
s t r i c t e s t  sen se  o f  th e  word. I t  i s  t r u e  th a t  he sh ares  th e  e x i s t e n t i a l ­
i s t  re v u ls io n  f o r  n in e te e n th  cen tu ry  ra tio n a lis m ^  and i s  a g a in s t th e  
p o s i t i v i s t i c  and ph y sico -m ath em atica l b a s is  o f  modern s c ie n c e .^  What 
s e p a ra te s  Casona from  th e  tw e n tie th  cen tu ry  e x i s t e n t i a l i s t  as w e ll as 
from th e  n in e te e n th  cen tu ry  Rom antic, how ever, i s  th e  elem ent o f  optim ism . 
The Romantic i s  an i s o l a t e d ,  s o l i t a r y ,  em o tio n a l so u l s t r i v in g  to  f in d  
an id e a l  w orld  w ith in  a n in e te e n th  cen tu ry  s o c ie ty .  The E x i s t e n t i a l i s t  
l ik e w ise  e x h ib i ts  somewhat s im i la r  c h a r a c te r i s t i c s  o f  s o l i tu d e  and a l i e ­
n a t io n ,  b u t ex p e rien ces  an g st when co n fro n ted  w ith  th e  t e r r i b l e  freedom 
to  c re a te  h i s  own e x is te n c e  in  a  c h a o tic  and empty w orld . The ty p ic a l
^C harles H. L e ig h to n , "A lejandro  Casona and th e  R evolt a g a in s t 
"R eason"," Modern Language J o u rn a l , XLVI, i i  (J a n u a ry , I 962) , p , 56 ,
k
I b i d . , p , 58 ,
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Casonian Neo-Romantic i s  a  lo n e  f ig u r e ,  y e t  h is  i s  a  ty p e  o f  " a n g u s tia  
superada”^ f o r  he r e tu rn s  to  r e a l i t y  in s te a d  o f  c o n tin u in g  to  avo id  i t ;  
th e  elem ent o f  optim ism  th ro u g h  c o n fro n ta tio n  i s  always p r e s e n t ,  as in  
th e  th e a te r  o f  A lb e rt Camus. Thus, Casona e la b o ra te s  upon Romantic e s ­
c a p is t  im p u lses, r e l a t i n g  such te n d en c ie s  to  tw e n tie th  cen tu ry  s i t u a t io n s ,  
y e t  he n ever f a l l s  in to  e x i s t e n t i a l  d e sp e ra tio n  in  th e  fa c e  o f  an u n fe e l­
in g ,  modern w o rld . At b e s t  he r e p re s e n ts  th e  b r id g e  betw een Romanticism 
and E x is te n tia l is m ,
La s i r e n a  v a rad a  was f i r s t  produced in  193^, The a c tio n  o f  th e  
p la y  i s  as fo llo w s; R ica rd o , r e b e l l in g  a g a in s t  s o c ie ty ,  has e s ta b l is h e d  
a  community by th e  s e a  fo r  re fu g ees  from re a so n . Among h is  fo llo w ers  
a re  D an ie l, a  p a in te r  who wears a  bandage over h is  eyes supposed ly  so 
t h a t  he may be ab le  to  dream up new c o lo r s ,  and Don Jo a q u in , th e  o f f i c i a l  
fantasm a o f  th e  group. One day an o ld  fam ily  f r ie n d  and d o c to r ,  Don 
F lo r in  N is a l ,  v i s i t s  R icardo  in  an a ttem p t to  g e t him to  r e tu r n  home and 
g ive  up h is  unusual id e a . His a r r i v a l  co in c id es  w ith  t h a t  o f  S ir e n a , a  
b e a u t i f u l ,  young g i r l  who e n te r s  th e  house th rough  a  window fa c in g  th e  
s e a . She i s  a  most unco n v en tio n a l person  and o f te n  seems q u i te  mad. 
N a tu ra lly  R icardo  g ra d u a lly  f a l l s  in  love  w ith  h e r .  The a r r i v a l  o f  
Sarny, th e  c irc u s  clow n, re v e a ls  t h a t  S ire n a  i s  r e a l l y  h is  in san e  d a u ^ t e r  
M arfa, As a  r e s u l t ,  R icardo  decides t h a t  r e a l i t y  must be fa c ed  and con­
s e n ts  fo r  Don F lo r fn  to  h e lp  M arfa. L a te r  th e  c irc u s  im p re sa r io  P ipo 
a r r iv e s  and o f f e r s  to  s e l l  h is  sex u a l p ro p e rty  S ire n a  to  R ica rd o , who in  
tu rn  b an ish es  him from th e  p rem ises . D is i l lu s io n e d , R icardo  r ip s  o f f
^V ic to rian o  R ivas A ndrI, "P oesfa  y a n g u s tia  en e l  t e a t r o  de 
C asona," B o le tfn  d e l I n s t i t u t o  de E stu d io s  A s tu r ia n o s , XX, I v i i  (1966) ,
p . 19 .
18
D a n ie l’s b l in d f o ld ,  only  to  d isco v e r t h a t  th e  l a t t e r  i s  r e a l ly  b l in d .
M aria saves R icardo  from e n te r in g  th e  w orld  o f  i l l u s i o n  co m p le te ly , fo r  
she re fu s e s  to  r e s o r t  to  i l l u s i o n :  she w i l l  rem ain in  th e  r e a l  w orld
fo r  th e  sake o f  h e r  unborn c h ild ,
P ro h ib id o  s u ic id a r s e  en p rim av era . produced in  1937, ta k e s  p la c e  
in  th e  Hogar d e l  S u ic id a  run  by Dr, Roda and h is  a s s i s t a n t  Hans, The 
i n s t i t u t i o n  i s  e s p e c ia l ly  designed  fo r  th o se  d is i l lu s io n e d  so u ls  who de­
s i r e  d eath  d e s p e ra te ly . There th e  atm osphere i s  calm and a l l  th e  im ple­
ments n ecessa ry  f o r  a  g lo r io u s  s u ic id e  a re  r e a d i ly  a c c e s s ib le .  Of c o u rse , 
such an in v i t in g  s i t u a t io n  would th w art even th e  most av id  p o te n t ia l  s u i ­
c id e  c a n d id a te , and , as a  r e s u l t ,  no one i s  w i l l in g  t o  commit th e  f i n a l ,  
d e f in i t iv e  a c t ,  even though g iven such a  sp le n d id  o p p o r tu n ity . V ictim s 
g e n e ra lly  pass through th e  th re e  s ta g e s  o f  h y s t e r i c a l  c ry in g , pensive  
m e d ita tio n , and f in a l ly  th e  lo s s  o f  th e  d e s ir e  to  d ie .  The Hogar d e l 
S u ic id a  i s  p o p u la ted  w ith  v a r ie d  ty p e s : th e  Amante Im a g in a rio , who f o r
y e a rs  has dreamed o f  an im ag inary , id e a l iz e d  l i f e  w ith  th e  s in g e r  Cora 
Yako, b u t r e j e c t s  h e r  when he r e a l l y  has th e  chance to  marry h e r  because 
she i s  a  very  c o a rse , e a r th y ,  and ag g re ss iv e  woman: th e  Dama T r i s t e ,
who th in k s  h e r  body i s  w o rth le ss  u n t i l  shown d i f f e r e n t ly  and who f a l l s  
in  lo v e  w ith  th e  Hombre de F i lo s o f ï a ;  th e  Padre de l a  O tra  A lic ia  who 
has k i l l e d  h is  p a r a ly t ic  d au g h ter by e u th a n a s ia  and who fin d s  p a te r n a l  
so lac e  in  A l ic ia ,  who in  tu r n  c lin g s  to  Ju an ; and many o th e r s .  Most 
im p o rtan t o f  a l l  th e  c h a ra c te rs  a re  Chole and Fernando, amorous young 
jo u r n a l i s t s  who stum ble upon th e  p la c e  and choose to  rem ain to  h e lp  Dr, 
Roda w ith  h is  p a t i e n t s .  While t h e r e ,  t h e i r  dreamy w orld  undergoes a  
m etam orphosis: th ey  d isc o v e r  th e  h a te  which Ju an , F ern ando 's  b r o th e r .
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f e e l s  fo r  him, and as a r e s u lt  Chole attempts su ic id e  in  an e f fo r t  to  
r ec o n c ile  th e b ro th ers . E ventually  Juan and Fernando come to  a fr a te rn a l 
understanding. Chole o f fe r s  to  s ta y  w ith Juan, who refu ses  to  have her  
on the grounds th a t her very o ffe r  has made a l l  th e  su ffe r in g  which he 
has experienced w orthw hile. Chole and Fernando remain togeth er  and 
A lic ia  comforts Juan a t the end o f  th e  p la y .
In Act I  o f  Los a fb o les mueren de p ie , the r e a l world seems fan­
t a s t ic :  a p e r fe c t ly  modern o f f ic e  i s  sp o ra d ica lly  populated w ith a bevy
o f  weird character types who are con sta n tly  changing r o le s  throughout 
the a c t . Isa b e l and Balboa are w itn esses  o f  t h i s  e n tir e  sp e c ta c le . 
E ventually th ese  two meet th e d ir e c to r , M auricio, who exp la in s th a t h is  
organ ization  was e sta b lish e d  to  bring hope to  d isco n so la te  people: i t
has served  i t s  purpose w e ll for  i t  saved I sa b e l from committing su ic id e  
the previous n ig h t. Balboa e n l i s t s  M auricio's a id  in  an attempt to  
bring some happiness in to  h is  w ife 's  l i f e .  The plan i s  th a t Mauricio 
and Isa b e l w i l l  pretend to  be B alboa's long lo s t  nephew and w ife . This 
charade w i l l  be fo r  the b e n e f it  o f  th e Abuela who has not been h e r s e lf  
fo r  the twenty years th a t her nephew has been gone. The plan succeeds 
and th e Abuela i s  tem porarily  deceived . During the course o f  th e ir  stay  
in  the Balboa household , I sa b e l f a l l s  in  love  w ith  M auricio, unknown to  
him. U nfortunately , the id y l l  ends when the r e a l nephew arrives and 
demands money from h is  r e la t iv e s .  The Abuela d iscovers th e  deception , 
but says nothing fo r  Mauricio and I sa b e l have made her happy. At the  
end, Mauricio d iscovers th a t he lo v es  I sa b e l.
In theæ works Casonian Neo-Romanticism i s  a r e s u lt  o f  the author's  
d is t in c t iv e  use o f  tw en tieth  century id eo logy  and symbolism employed in
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c o n ju n c tio n  v i th  t h e a t r i c a l  te ch n iq u es  common to  th e  Romantic p e r io d .
This i s  e s p e c ia l ly  t r u e  in  th e  very  t i t l e s  o f  each o f  th e  p la y s . The 
Romantic p r e d i le c t io n  w ith  far-aw ay  w orlds and rem ote tim es i s  shown by 
th e  re fe re n c e  to  th e  s i r e n  in  La s i r e n a  v a ra d a . In  c l a s s i c a l  m ythology 
th e  s i r e n  was a  sea  nymph re p u te d  t o  be p a r t  woman and p a r t  b i r d ,  capab le  
o f  lu r in g  s a i l o r s  t o  t h e i r  e v en tu a l d ea th  by h e r  d e s tr u c t iv e  s in g in g .^
By Ju x tap o sin g  s i r e n a  w ith  v a ra d a , which r e f e r s  to  som ething b rough t to  
a  s t a n d s t i l l ,  Casona has sy m b o lica lly  im p lied  th e  end o f  a  dream w orld : 
mythology i s  n o t based  on f a c t ,  i t  i s  m erely th e  p ro d u c t o f  im ag in a tiv e  
m inds, and . J u s t  as th e  bird-woman s i r e n ,  i t  must be h a l te d  in  f l i g h t  
and th e  r e a l i t y  o f  th e  s i tu a t io n  must be fa ced . P ro h ib id o  s u ic id a r s e  en 
prim avera  i s  c h a r a c t e r i s t i c a l l y  Romantic in  i t s  m ention o f  s u ic id e ,  w ith  
i t s  d e n ia l  o f  l i f e  and o v e r t e x h ib it io n  o f  extrem e h o p e le s sn e ss . How­
e v e r , J u s t  as in  La s i r e n a  v a ra d a , th e  dualism  o f  term s w ith in  th e  t i t l e ,  
in  t h i s  c a s e , p ro h ib id o  and s u ic id a r s e , r e in fo rc e s  th e  c r e a t iv e  te n s io n  
o f  th e  work and g iv es  an in d ic a t io n  o f  i t s  Neo-Romantic b e n t:  Casona
fo rb id s  h i s  c h a ra c te rs  to  k i l l  th e m se lv e s , an a c tio n  c o n tra ry  to  C h r is tia n  
e th i c s ,  and th e re b y  a ffirm s  th e  n e c e s s i ty  o f  t h e i r  very  e x is te n c e ;  th ey  
must co n fro n t r e a l i t y .  The word p rim av era  f u r th e r  r e in fo r c e s  th e  l a t t e r  
id e a  f o r  i t  im p lie s  an awakening o f  th e  sen ses  to  th e  f a c e ts  o f  n a tu re  
and l i f e ;  i t  i s  a  r e b i r t h  o f  s e n s a tio n s  which have rem ained dormant dur­
in g  a  b a rre n  w in te r .  The f a c t  th a t  Beethoven composed a  "Hymn to  N ature" 
p la y ed  a t  th e  a r r i v a l  o f  S p ring  i s  a ls o  s ig n i f i c a n t  from  th e  s ta n d p o in t 
o f  C asona 's  u se  o f  Romantic p lo y s , f o r  a lth o u g h  Beethoven was by no means
^E d ith  H am ilton, %~thology (New York: The New American L ib ra ry ,
19l»2), p . U3.
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a t o t a l l y  Romantic com poser, he vas " ,  . . to  a  c e r ta in  degree drawn to  
th e  s p i r i t u a l  sp here  o f rom antic ism . There can he no q u e s tio n  as to  th e  
numerous th re a d s  t h a t  le a d  from him to  th e  ro m a n tic is ts  . . . . Caso­
n a 's  m ention o f  com posers, as v e i l  as o th e r  m usicians and p a in te r s  in  
many o f  h is  p lay s  e x em p lifie s  th e  Romantic n o tio n  t h a t  t h i r s t  f o r  b eau ty  
f in d s  e x p re ss io n  in  th e  o th e r  a r t s .  F in a l ly ,  th e  t i t l e  Los a rb o le s  
mueren de p ie  e x h ib i ts  Romantic p reo ccu p a tio n  v i th  d e a th , m ueren, coupled  
w ith  th e  Neo-Romantic im agery o f  th e  t r e e ,  sym bolic o f  th e  in e x h a u s tib le
O
l i f e  o f  th e  cosmos an d , by e x te n s io n , im m o rta lity . The f a c t  t h a t  t r e e s  
d ie  s tan d in g  can sym bolize , as one c r i t i c  n o te s ,  " . . .  th e  s to ic  accep­
ta n c e  o f  a l l  t h a t  l i f e  has t o  o f f e r  in  th e  way o f  s u f f e r in g  and d ea th .
By th e  same to k e n , i t  can a ls o  be sym bolic o f  th e  in d e fa t ig a b le  s p i r i t  
o f  C asona 's c h a r a c te r s .  A lthough d ea th  i s  in e v i ta b le  as th e  lo g ic a l  end 
to  e x is te n c e , l i f e  must be fa c ed  a c t iv e ly ,  de p i e , n o t p a s s iv e ly . I t  i s  
in  t h i s  c o n fro n ta tio n  v i t h  modern s o c ie ty  t h a t  th e  c h a ra c te rs  a s s e r t  
them selves.
Each o f  th e  i n s t i t u t i o n s  in  La s i r e n a  v a ra d a , P ro h ib id o  s u ic id a r ­
se  en p rim av e ra , and Los a rb o le s  mueren de p ie  a re  examples o f  C asona 's 
d isd a in  f o r  tw e n tie th  cen tu ry  m echanized s o c ie ty  and th e  im p e rso n a lity  o f  
a  conqjuterized age: R ic a rd o 's  " a s i lo  p a ra  h u erfan o s de s e n tid o  comun"^^
^Paul Henry Lang, Music in  W estern C iv i l iz a t io n  (New York: W. W.
N orton and C o ., I n c . ,  1 9 ^ 1 ), p . 752.
g
J .  E. C i r lo t ,  A D ic tio n a ry  o f  Symbols, t r a n s .  by Jack  Sage (New 
York: P h ilo so p h ic a l L ib ra ry , I n c . ,  1962), p . 328.
^C harles H. L e ig h to n , "A lejandro  Casona as E s s a y is t :  The Message
F inds I t s  Medium," R e v is ta  dé e s tu d io s  h is p a n ic o s . VI (19 7 2 ), p . 112.
A le jan d ro  Casona, La s i r e n a  v a ra d a , in  Obras C om plétas, I ,  v i t h  
a  Prologue by F ed e rico  C arlos Sainz de Robles (M adrid: A g u ila r , 1963),
p . 297.
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where no one w i l l  be allow ed to  e n te r  who knows geom etry, sym bolic o f  
advanced m athem atica lly  o r ie n te d  c u l tu r e s ;  Dr. R oda's re fuge  f o r  po ten ­
t i a l  s u ic id e  v ic tim s  who a re  d isg u s te d  w ith  th e  dehum anization and im per- 
s o n a l iz a t io n  o f s o c ie ty ;  and M a u ric io 's  s e c r e t  o rg a n iz a tio n  which b r in g s  
love  to  v ic tim s  o f  m echan ization . In  th e  l a t t e r  p la y ,  a  r e a l  tw e n tie th  
cen tu ry  s e t t in g  i s  so p o p u la ted  w ith  u n re a l elem ents t h a t  i t  seems fan ­
t a s t i c .  By making r e a l i t y  seem i l lu s o r y  Casona i s  denying a  s o c ie ty  
which would f o s te r  such e lem en ts . In  h is  o v e ra l l  d e s ir e  to  r e tu r n  to  a  
more sim ple e r a ,  he i s  Romantic; i t  i s  in  h is  c o n fro n ta tio n  w ith  a  spe­
c i f i c  tw e n tie th  cen tu ry  problem  th a t  he becomes a Neo-Romantic id e o lo g i­
c a l l y ,  f o r  th e  outcome o f  each p la y  advocates a c t iv e  accep tance  and an 
end to  i l l u s i o n .
From a p u re ly  te c h n ic a l  v iew p o in t, a l l  th e  s ta g e  s e t t in g s  b e a r 
a  s tro n g  Romantic stamp in  t h e i r  d i s t in c t iv e ly  m elodram atic symbolism.
The use o f  Romantic tech n iq u es  does n o t weaken th e  im pact o f  a  Casonian 
Neo-Romantic id eo lo g y , b u t r a th e r  i t  m erely in d ic a te s  th a t  th e  ro o ts  o f  
C asona 's ph ilosophy  can be found in  n in e te e n th  cen tu ry  dram atic  dev ices 
and co n cep ts . In  La s i r e n a  v a ra d a . Act I  opens w ith  in d i r e c t  re d  and 
green  l i g h t s ,  l i f e  and love  v ersu s  d e a th , th e  b a s ic  dualism  o f  th e  p la y . 
The re a d e r  im m ediately has an in k l in g  th a t  th e se  two fo rce s  w i l l  be a t  
odds, and t h i s  i s  tru e  th roughou t Act I .  On th e  o th e r  hand, th e  s tag e  
in  Act I I I  i s  i l lu m in a te d  by an in tim a te  w h ite  l i ^ t ,  in d ic a t in g  a  s t a t e  
o f  i l lu m in a t io n ,  th a t  i s ,  th e  re c o g n itio n  o f  th e  t r u e  worth o f  r e a l i t y .
A s tro n g  green l i g h t  appears when R icardo  a ttem p ts  to  induce S ire n a -  
M aria t o  r e v e r t  to  i l l u s i o n ;  h is  tu rn in g  i t  o f f  i s  sym bolic , s in c e  
Casona has e a r l i e r  equated  i l l u s io n  to  v i r t u a l  genocide . Act I  o f
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Prohibido su ic id a r se  en primavera i s  s e t  in  w in ter , the s t e r i l e ,  barren 
season , A lth o u ^  a l l  the action  takes p lace  in  a House o f  S u ic id e , i t  
i s  always l i g h t ,  aga in , death versus hope. This i s  fu rther re in forced  
by the fa c t  th a t th e g a lle r y  i s  dark but th e mountains in  th e  background 
are w h ite , and th a t p o r tr a its  o f  famous people who have committed s u i­
c id e  e x is t  s id e -b y -s id e  w i ... a tr a n q u il, p re tty  garden. The replacement 
o f  the su ic id e  p o r tr a its  w ith  B o t t i c e l l i ' s  "Spring" in  Act I I  i s  c le a r ly  
a d ir e c t referen ce to  th e beginning o f  th e tr a n s it io n  from i l lu s io n  to  
r e a l i t y .  F in a lly , in  Act I I I ,  i t  i s  morning and Spring, the dawn o f  a 
new l i f e .  At the f in a l  curta in  Beethoven's "Hymn to  Nature" i s  played  
loud ly and happily  in  a most c h a r a c te r is t ic a lly  Romantic fash ion . Los 
arboles mueren de p ie  does not d ev ia te  from th e pattern  o f the other  
two p la y s . The organization  i s  lo ca ted  a t Avenida de lo s  Aromos, 2^1+8,
In numerology, the number two s ig n i f i e s  c o n f l ic t ;  fou r, r a tio n a l organi­
za tion  and th e  human s itu a t io n ;  and e ig h t , regeneration  and sp ir a lin g  
towards h e a v e n . B y  ex ten sio n , s p ir itu a l  awakening w i l l  save man from 
h is  deplorable s itu a t io n . A red l ig h t  appears throughout Act I symbo­
l iz in g  both a s ta te  o f  su ffer in g  and a s ta te  o f  lo v e . A b ir d , sym bolic 
o f  the need fo r  s p ir itu a l iz a t io n  in  man, s in g s . In Act I I I ,  th e  co lor  
w hite appears. As in  the other p la y s , through the v e h ic le  o f  u sin g  
stage  d ir e c tio n s  to  create  mood, Casona's symbolism i s  v is u a lly  apparent; 
Act I e s ta b lish e s  the problem o f r e a l i ty  versus i l lu s io n .  Act I I  serves  
as tr a n s it io n , and Act I I I  represents the triumph o f  r e a l i t y ,  gen era lly  
amid stark  w hite l ig h t  or loud and jo y fu l m usic. The use o f  such con­
tr a s t s  in  each o f  the p lays fu rther emphasizes them atic content.
^ ^ C irlot, pp. 221-223, passim .
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In  h is  p re s e n ta t io n  o f  th e  c e n t r a l  c h a ra c te rs  o f  each o f  th e  
p la y s ,  Casona once again  u t i l i z e s  n in e te e n th  c en tu ry  d ram atic  dev ices 
to  advance h is  Neo-Romantic id eo logy  o f  c o n f ro n ta t io n . In  La s i r e n a  va^- 
r a d a , R icardo  i s  d e sc r ib e d  as a  ty p ic a l  Romantic h e ro : a young, i d le
r e c lu s e ,  he i s  a  r a th e r  e x tra v a g a n t, s a d , unkempt p e rso n . In  Act I ,  he 
s in g s  "La donna ê m obile q u a l p iu  mal v en to"  " . . .  su g g es tin g  th e  Bo­
hemian and l i b e r t i n e  n a tu re  which R icardo  sh a re s  w ith  th e  Duke in  R igo- 
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l e t t o ."  He i s  s e a rc h in g  f o r  an id e a l  w o rld , as th e  b e s t  o f  th e  Roman­
t i c s ,  f o r  he f e e ls  t h a t  " . . .  l a  v id a  es a b u r r id a  y  e s tû p id a  p o r f a i t a  
de im ag inacion . Demasiada ra z o n , dem asiada d i s c i p l in a  en to d o ." ^ ^  His 
d e c is io n  to  form an asylum f o r  people  l i k e  h im s e lf  i s  c h a r a c te r i s t i c  o f  
th e  Romantic n o tio n  th a t  th e  in d iv id u a l  i s  an i s o l a t e d  b e in g , a c r e a t iv e  
g e n iu s , an id e a  which has i t s  b a s is  in  th e  b e l i e f  t h a t  th e  in d iv id u a l  i s  
th e  c e n te r  o f  a l l  e x p e r ien c e . R icardo  views h im se lf  as a  s o l i t a r y  f ig u re  
who must f l e e  from te c h n o lo g ic a l  s o c ie ty  and c r e a te  a  new w orld on th e  
ru in s  o f  th e  o ld . He i s  th e  prim e example o f  a  Casonian h e ro  f o r  he i s  
an e x te n s io n  o f th e  Romantic who a lso  o p e ra te s  o u ts id e  th e  m oral and 
e th ic a l  l im i t s  o f  s o c ie ty :  he  l iv e s  w ith  M aria o u ts id e  th e  l e g a l  boun­
d a r ie s  o f  m arriag e . When M aria d isco v e rs  she i s  p reg n an t and i s  n o t su re  
who i s  th e  f a th e r ,  R icardo  n e v e r th e le s s  d ec id es  to  accep t th e  c h i ld  as 
h is  own. The f a c t  t h a t  Casona p e rm its  R icardo  to  f in d  h app iness w ith  
M aria in d ic a te s  t h a t  th e  a u th o r san c tio n s  such an a c t io n ,  in  s p i t e  o f  
th e  c o n ten tio n  o f  th e  c r i t i c  C harles L eighton  who b e l ie v e s  th a t  C asona's
Angel A. B o rra s , "M uscial U nderscoring  in  th e  Dramas o f  Caso- 
n a ."  H isp an ia , XLVII, i i i  (Septem ber, I 96U ), p . 507.
13casona, La s i r e n a .  p . 297»
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characters " . . .  a l  hacer e l  équ iva len te  d e l " sa lto  e x is t e n c ia l” . . .  
ca si siempre acuden a normas m orales. . . .  Los pocos que no lo  hacen son 
presentados como obviamente rep res ib le s  por su autor."^^ R icardo's i s  a 
d ec ision  which i s  c le a r ly  an in d ica tio n  o f  changing moral view s. I t  i s  
t h is  tw en tieth  cen tu iy  lo v e  which i s  th e redeeming element in  the drama, 
for  Ricardo accepts r e a l i t y  because of th e impending b ir th  o f the c h ild .
S iren a , l ik e w is e , i s  th e  ephemeral Romantic heroine; mystery 
surrounds her o r ig in s  fo r  she cannot remember anything o f  her p a st. When 
she red iscovers h e r s e l f ,  she i s  known as Maria, sym bolic o f  p u rity  and 
youth. As Ricardo s ta te s :  " . . .  S irena es l a  lib e r ta d  y  l a  fa n ta s ia
mismas."^^ She, to o , i s  a Casonian h ero in e , fo r  as Don F lorin  says:
"iQue c la se  de mujer es e s a que l le g a  de noche ocu ltan dose, a entregarse  
a un desconocido?"^^ C hristian  norms are m eaningless to  h er . In e ssen ce , 
in  La s iren a  varada Casona i s  saying th a t man must not seek  escape through 
a world o f  i l lu s io n ;  he must confront a dehumanized s o c ie ty ,  using what­
ever methods he can, although they may v io la te  C hristian  e th ic a l  p r in c i­
p le s .  This d esire  to  face  the problems o f  a s c i e n t i f i c  age i s  thus a 
Casonian Neo-Romantic t r a i t .
In Prohibido su ic id a rse  en primavera, again Casona p laces two 
young lo v ers  ou tsid e  moral boundaries: Chole and Fernando are in  lo v e ,
and l iv in g  to g e th er . This s itu a t io n  i s  accepted by the other characters 
In f a c t .  Dr. Roda makes one o f  th e few comments a llu d in g  to  th e ir  l iv e s  
togeth er  when he says th a t th e ir s  i s  " . . .  una v id a  en p le n itu d , audaz.
^^Charles H. L eighton, "Las id ea s ,"  In su la , p . 15. 
l^Casona, La s ir e n a , p. 312, 
l ^ Ib id . . p . 315.
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enam orada, l l e n a  de esperanzas y de h o riz o n te s  , , ,  In  t h i s  p la y ,
Casona does n o t d e sc r ib e  e i t h e r  c h a ra c te r  u t i l i z i n g  Romantic te rm in o lo g y .
This he does w ith  minor c h a ra c te rs  such as th e  Amante Im ag inario  who i s
a  f r ig h te n e d , n e rv o u s , n am eless , young, d i s i l lu s io n e d  and lo v e s ic k  p o e t
18who l i s t e n s  to  th e  Romantic composer Chopin th e  th e  woods a t  n ig h t!
Chole and Fernando , on th e  o th e r  hand , a re  a t  f i r s t  d e p ic te d  as happy 
and uncom plica ted ; t h e i r  e v e n tu a l changing o f  ro le s  em phasizes th e  con­
f l i c t  betw een what i s  r e a l  and what i s  i l l u s i o n .  J u a n 's  r e v e la t io n  o f  
h is  h idden  p a ss io n s  w ith  re g a rd  to  h is  b ro th e r  Fernando p ro v id es  th e  
s t im u lu s  which prompts Chole to  come ou t o f  h e r  dream w orld  and a ttem p t 
s u ic id e .  She re v e a ls  th e  Neo-Romantic th e s i s  o f  th e  p la y  when she  sa y s : 
"Yo me he acercado  a  l a  m u erte , y  he v i s to  y a  que no re su e lv e  nada; que 
todos lo s  problem as hay que re s o lv e r lo s  en p i e . ”^^ A lthough b o th  F er­
nando and Chole have p a ssed  in  and out o f  th e  s t a t e  o f  i l l u s i o n  d u rin g  
th e  course  o f  th e  drama, th e  re a d e r  knows t h a t  a t  th e  end t h e i r  l i v e s  
have changed c o n s id e ra b ly  f o r  th ey  have undergone a  m etap h y sica l meta­
m orphosis: th e y  have d e fe a te d  d is i l lu s io n m e n t.
F in a l ly ,  in  Los arboles mueren de p ie ,  the cen tra l character  
Mauricio e x h ib its  ” . . .  una e leg a n c ia  n atu ral ligeram ente bohemia.
A lso , th e  i d e a l i s t i c  s id e  o f  th e  p ro ta g o n is t  a t  th e  b eg in n in g  o f  th e  
p lay  c l a s s i f i e s  him as a  Romantic h ero  in  th e  sense  t h a t  he b e l ie v e s
A le jan d ro  Casona, P ro h ib id o  s u ic id a r s e  en p rim av e ra , in  Obras 
Com plétas, I ,  w ith  a P ro logue by F ed erico  C arlos Sainz de Robles (M adrid: 
A g u ila r , I 963) ,  p . 48?.
i G ib id . , p . 1*76. ^^ Ib id . . p . 519.
A le jan d ro  Casona, Los a rb o le s  mueren de p i e , in  Obras C om plétas, 
I ,  w ith  a  P ro logue by F ed e rico  C arlos Sainz de Robles (M adrid: A g u ila r ,
1963) ,  p . 982 .
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th e re  i s  good in  a l l  men and th a t  th e y  need to  escape from th e  p ro s a ic
w orld . I t  i s  on ly  t h r o n g  I s a b e l 's  lo v e  t h a t  he comes in to  c o n ta c t w ith
th e  r e a l i t y  o f  th e  tw e n tie th  cen tu ry  and r e a l iz e s  th a t  escape i s  n o t th e
only  answ er, I s a b e l  i s  d e sc rib e d  in  a  Romantic v e in  w ith  h e r  nervousness 
21and sad  demeanor. Hers i s  a  to rm ented  em otional s t a t e ,  a f a c t  which
" , , , i s  r e in fo rc e d  when she , , , can p la y  R av e l's  B o le ro , b u t only
w ith  one f in g e r .  This p ie ce  i s  a p p ro p r ia te ,  w ith  i t s  monotonous them e,
22crescendo ing  to  a  savage c lim a x ,” Her f a b r ic a te d  m arriage to  M auricio 
in  o rd e r to  b r in g  th e  Abuela some happ iness  makes h e r  become aware o f  th e  
f a c t  t h a t  r e a l i t y  i s  s u p e r io r  to  i l l u s i o n .  She a c tu a l ly  b eg ins to  l iv e  
th e  p a r t  in  which she i s  c a s t  and comes t o  th e  d e c is io n  th a t  "una m en tira  
hay que in v e n ta r la ;  en cambio, l a  verdad  es ta n  f a c i l , " ^ ^
A ll o f  th e  p ro ta g o n is ts  in  th e se  p lay s  a re  p h ilo s o p h ic a lly  modern 
and a r t i s t i c a l l y  Rom antic, S ince t h e i r s  i s  a  ph ilosophy  o f  engagement 
v ia  th e  accep tance  o f r e a l i t y  and r e te n t io n  o f  lo v e , no one cou ld  ever 
a ttem p t su ic id e  as th e  n in e te e n th  c en tu iy  Romantic h e ro . However, Casona 
i s  n o t a  t o t a l l y  d e d ica te d  adheren t o f  th e  accep tance  o f  r e a l i t y :  in
each p la y  th e re  i s  always one c h a ra c te r  who op ts  f o r  i l l u s i o n .  There i s  
a  p la u s ib le  e x p la n a tio n , though , f o r  each d e c is io n  to  e n te r  in to  th e  
i l l u s o r y  w orld : s in c e  D an ie l i s  b l i n d ,  th e  h a rsh  r e a l i t y  o f  h is  s i tu a ­
t io n  does n o t seem q u ite  as sev e re  w h ile  he i s  b l in d fo ld e d . By th e  same 
to k en , th e  Amante Im ag inario  would r a th e r  con ju re  up an id e a l  woman th an  
have to  l iv e  w ith  one who i s  ex trem ely  dom ineering. The Abuela does not 
want to  d e s tro y  happ iness  fo r  M auricio  and I s a b e l ,  who n o t only f e e l  th a t
21l b i d , , p . 966 , 22B orras , p , 507.
23casona, Los a rb o le s , p , 1019,
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they have helped someone hut who a lso  have fa l le n  in  lo v e  through the  
v e h ic le  o f  decep tion . In th e o v e ra ll p ic tu r e , th en , Casona i s  saying  
th a t w hile  man must face th is  l i f e ,  a l i t t l e  b i t  o f  dreaming i s  not harm­
f u l ,  and perhaps i s  even necessary in  an u n fee lin g  s o c ie ty ,  as long as 
i t  does not take precedence over r e a l i t y .
Alejandro Casona’s Neo-Eomanticism i s ,  th u s , a fu sion  o f  a 
tw en tieth  century p h ilo so p h ica l ideo logy  and the most b a s ic ,  s im p lis t ic  
nineteenth  century Romantic tech n iq u es. The combination o f  th ese  two 
elements produces one cohesive l i t e r a r y  s ty le  c h a r a c te r is t ic  o f  the Caso­
nian th ea ter . T ypical Romantic p loys u t i l i z e d  in  h is  dramas o f r e a l i ty  
and i l lu s io n  are the fo llo w in g : use o f the arts in  l i t e r a tu r e  as an ex­
p ression  o f  the innermost fe e lin g s  o f  e ith e r  the w r iter  or th e protago­
n is t s ;  use o f  stage  d irec tio n s  to  create  a d e f in ite  mood; appearance o f  
id e a liz e d , sen tim ental sym bolic d escr ip tio n s; and emphasis on th e impor­
tance o f  th e in d iv id u a l and o f  h is  need to  avoid r e a l i t y .  What makes 
Casona a Neo-Romantic, th en , i s  the a ss im ila tio n  o f  th ese  Romantic tech­
niques w ith in  a tw en tieth  century focu s. His characters operate outsid e  
p re -e sta b lish ed  e th ic a l  and moral l im it s .  Casona's creation s do not seek  
refuge in  d is ta n t worlds as do ty p ic a l Romantic h eroes. Nor do they  
succeed in  escaping from r e a l i t y ,  for  they must o f  n e c e s s ity  confront i t .  
His are not em otional p r o ta g o n ists , but ra th er , they are h igh ly  p h ilo -  
sophicEil ones faced w ith th e problems o f  r e a l i ty  versus i l lu s io n ,  a tech­
n o lo g ic a l so c ie ty  apparently devoid o f lo v e , the d is in teg r a tio n  o f s o c ia l  
and moral v a lu e s , and a un iverse con stan tly  in  f lu x . Casona tempers 
la te n t  Romantic id ea lism  w ith modem philosophy to  produce Neo-Romanticism: 
although so c ie ty  may be too  s c i e n t i f i c  or in s e n s i t iv e ,  man must not f le e  
from i t ,  but rather make h is  own r e a l i ty  w ith in  th e  boundaries o f lo v e .
CHAPTER III
DREAMS
In La H ave en e l  desvan and S ie te  g r ito s  en e l  mar, Casona 
attempts a re-exam ination o f  the s ig n if ic a n c e  o f  dreams based on h is  
knowledge o f  tw en tieth  century p y sch o a n a ly tica l methods. I t  i s  from 
th is  broadened p ersp ectiv e  afford ed  only th ro u ^  th e work o f  modem 
researchers such as Freud th at Casona can tr e a t  the dream as an in tr in ­
s i c  part o f  man’s psyche. This d i s t in c t iv e ,  more l ib e r a l iz e d  approach 
to  dream a n a ly s is  c le a r ly  d if fe r e n t ia te s  th e  tw en tieth  century from a l l  
other tim e p e r io d s , and i s ,  perhaps, one o f  th e Neo-Romantic t r a i t s  pe­
c u lia r  to  Alejandro Casona.
Of th e two dramas, La H ave en e l  desvan most ob v iou sly  employs 
the Freudian method o f  p sych oan a lysis . The p lo t  i s  very sim ple; Mario, 
a noted chem ical engineer i s  on th e verge o f  f in a n c ia l  r u in , fo r  an Amer­
ican  f i m  has introduced a new hydrogen furnace almost sim ultaneously  
w ith h is  own d iscovery  o f  i t .  Compounded w ith th is  i s  th e  fa c t  th a t he 
i s  plagued by a dream which t e r r i f i e s  him. Don G abriel, h is  d octor , and 
h is  s is t e r - in - la w  Laura then spend th e remainder o f  th e drama attengjting  
to  psychoanalyze him. In the p r o c ess , Laura d iscovers not on ly  th a t she
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lo v es  Mario, but a lso  th a t h is  w ife  Susana has been u n fa ith fu l to  him, 
and th a t h is  b e s t  fr ien d  and a sso c ia te  A lfredo has betrayed him. The 
play ends in  a manner rem iniscent o f  M ario's dream, and the reader be­
comes most a cu te ly  aware o f  th e fa c t  th at Mario has k i l l e d  Susana when, 
at th e f in a l  cu r ta in , he says; "Ahora s i . . .  Ahora no estoy  sonando.. .  
C learly the p lo t  i s  secondary to  th e  dream i t s e l f .  A fter  th e i n i t i a l  
expository  m ateria l e s s e n t ia l  to  any p la y , Casona's characters spend the  
grea ter  part o f  th e drama preoccupied w ith the hidden meanings o f  M ario's 
dream. Dreams have always been u se fu l methods o f  p red ic tin g  fu ture  
events or sym bolizing fo rces  at work in  drama, but i t  i s  th is  emphasis 
on th e p sy ch oan a ly tica l aspect which d if fe r e n t ia te s  La H ave en e l  desvan 
from p re-tw en tie th  century dramas in v o lv in g  dreams.
Don G abriel Miranda, th e  fam ily doctor , i s  an adherent o f  th e  
b e l i e f  th at dreams are sym bolic and in t r in s ic a l ly  r e la te d  to  past ev en ts .
GABRIEL: . . .  Muy resp e ta b le ; pero yo no creo que lo s
suenos sirvan  gran cosa  para ilum inar e l  p orven ir . En cam­
b io ,  pueden ser  muy u t i le s  para hacem os ver mas c laro  e l  
p r e s e n t e . . .  y ,  sobre to d o , e l  pasado.
LAURA: iEn e s t e  caso tambien?
GABRIEL: En e s t e ,  esp ecia im ente. Casi me a trev er îa  
a jurar que e sa  p e s a d il la  de Mario e s ta  toda constru ida con 
emociones y recuerdos v ie j o s .2
When d ir e c t ly  questioned  as to  whether or not he i s  s t r i c t l y  Freudian,
Gabriel answers n e g a t iv e ly . N ev er th e less , " . . .  precisam ente por eso
puedo afirm arte que nadie nos ha ayudado ta n to  como e l  a penetrar en lo
^Alejandro Casona, La H ave en e l  desvan, in  Obras Complétas. I ,  
w ith a Prologue by Federico Carlos Sainz de Robles (Madrid: A guilar,
1963) ,  p . 1106 .
^ Ib id ., p . 1068 .
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mas escondido  d e l alm a. His methods c o n s is t  o f  encourag ing  Mario to  
r e l a t e  o th e r  dream s, e x p lo rin g  memories in  an a ttem p t t o  c o r r e la te  p a s t  
and p r e s e n t ,  and f i n a l l y  in te r p r e t in g  M ario 's  dream in  term s o f  th e  
l a t t e r ' s  re p re s s e d  d e s i r e s ,  much in  th e  same v e in  as Freud would do,
L au ra , on th e  o th e r  hand, re p re s e n ts  t r a d i t i o n a l  dream in te r p r e ­
t a t i o n .  W hile G a b rie l b e l ie v e s  t h a t  dreams o r ig in a te  in  fo rg o tte n  p a in ­
f u l  ch ildhood  e v e n ts ,  Laura ho lds t h a t  th ey  have p re d ic t iv e  v a lu e . Of 
co u rse , t h i s  c o n se rv a tiv e  n o tio n  has appeared  o f te n  in  l i t e r a t u r e .  I t  
in  no way r e p re s e n ts  any p s y c h o a n a ly tic a l  e f f o r t  b u t i s  n o th in g  more 
th an  a  p r é f ig u r a t io n  in  a  drama. Both approaches a re  e s s e n t i a l  t o  th e  
f i n a l  outcome o f  th e  p la y ,  however. Because as a  c h i ld  M ario w itn e ssed  
th e  d ea th  o f  h is  u n f a i th f u l  m other, he su b co n sc io u sly  r e l a t e s  t h i s  even t 
to  h is  r e l a t io n s h ip  w ith  h is  w ife  S usana, who he sen ses  i s  u n f a i th f u l .  
When he d isc o v e rs  t h a t  h is  fe a r s  a re  j u s t i f i e d ,  he sh o o ts  h is  w ife , j u s t  
as th e  woman was sh o t in  h is  dream. At th e  end o f  th e  p la y ,  in  a  k in d  
o f  H ie tzsch ean  e t e r n a l  r e tu r n  e f f e c t ,  M ario 's  dream becomes a  r e a l i t y ,  
and G a b rie l shows t h a t  i t  i s  th e  r e s u l t  o f  h is  h idden  p a s t .  L ib e ra l  and 
c o n se rv a tiv e  approaches t o  dream in t e r p r e t a t i o n  fu se  to g e th e r  in  one co­
h e s iv e  w hole. Perhaps t h i s  i s  what c h a ra c te r iz e s  La H av e  en e l  desvan 
as b e in g  exem plary o f  one o f  th e  Casonian Neo-Romantic te n d e n c ie s ,  f o r  
he u t i l i z e s  t r a d i t i o n a l  m ethods, and a t  th e  same tim e he m o d ifies  them 
somewhat due to  a  more l i b e r a l  tw e n tie th  c en tu ry  i n t e r p r e t a t i o n .
% i d . . p . 107k.
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R elated  to  th is  mixture o f  tr a d it io n a lism  and lib er a lism  i s  
Casona's character p ortraya l. Don G abriel i s  very much a tw en tieth  
century man; he s c o f f s  at outmoded b e l i e f s ,  questions present s i tu a t io n s ,  
and attem pts modem tech n iq u es. Laura, on th e  other hand, i s  the epitome 
o f  the p ast age. She i s  Romantic in  her is o la te d ,  m elancholy, lo n e ly ,  
and in fe r io r  l i f e ;  her love  fo r  Mario i s  in ten se  and em otional. F in a lly ,  
she i s  th e mouthpiece for  th e  past b e l i e f  th a t dreams f o r e t e l l  th e fu tu re . 
Surely th is  ju x ta p o s itio n  o f  tr a d it io n a l and modern, o f  conservatism  and 
l ib e r a lism , g iv e s  added force  to  Casona's drama and serves to  emphasize 
the b a s ic  d iffe re n c e s  between th e two methods.
T h eatr ica l techniques lik ew ise  in te n s ify  th e d ifferen ce  between 
tw en tieth  century and p ast approaches. A normal s e t t in g  p r e v a ils  through­
out the drama except on two d is t in c t  o cca sio n s. F ir s t ,  during Don 
G ab riel's  p sych oan a ly tica l se s s io n  w ith Mario, th e  l i ^ t s  are dimmed and 
music o f  M ario's childhood i s  p layed. The e f f e c t  o f such techniques i s  
to  transport Mario in to  a r e c i t a l  o f  p ast dreams which m i^ t  in  some way 
be r e la ted  to  the cen tra l dream in  th e p la y . Both the l ig h t in g  and the  
music serve as ex tern a l s tim u li which prompt fo rg o tten  memories. The 
second tim e Casona a lte r s  th e s e t t in g  i s  at th e  end o f  the drama, and 
i t  bears a d is t in c t iv e  Romantic stamp. Conditions sim ulating  M ario's 
dream appear onstage: s t i f l i n g  heat i s  fo llow ed  by a strong wind, thun­
der , and ra in . The turbulence on th e s e t  mirrors th e chaos w ith in  th e  
p rotagon ist and provides th e em otional appeal necessary to  produce f e e l ­
ings o f  fe a r  and te r ro r  in  th e  audience. C learly , Casona has contrasted  
a purely n in eteen th  century em otional melodramatic technique w ith both a 
normal s e t t in g  and a tw en tieth  century p sych oan a ly tica l s e ss io n .
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Casona's u t i l iz a t io n  o f a modern p ersp ectiv e  not only functions  
as an in d ica to r  o f  tw en tieth  century dream in te r p r e ta tio n , hut a lso  em­
p hasizes the everchanging r o le  o f  man in  s o c ie ty .  No longer content to  
view a dream as merely p r e d ic tiv e  or symbolic o f  dramatic fo r c e s , 
tw en tieth  century man, and Casona in  p a r tic u la r , sees  h im se lf a t the  
very center o f  th e dream. In La H ave en e l  desvan, Mario, symbolic o f  
modem man, i s  th e main is s u e ,  fo r  th e dream i s  rooted  in  h is  forgotten  
p a s t , a fa c t o f  which he i s  very much aware. His rep ressed  d esires  and 
fears coa lesce  w ith  h is  d iscovery o f  b e tr a y a l, producing a dramatic 
clim ax which owes i t s  b a s ic  foundation to  childhood exp erien ces. G abriel's  
comprehension and u t i l iz a t io n  o f p sych oan a ly tica l methods on Mario does 
not prevent by any means the l a t t e r ’s eventual a c t io n s , but i t  does shed  
l ig h t  upon th e o r ig in s  o f  th ese  a c tio n s . Thus, Casona's approach to  
dream in terp re ta tio n  in  th is  p a r ticu la r  drama i s  thereby d istin g u ish ed  
from th a t o f  h is  p red ecessors, and can perhaps be considered as one o f  
th is  author's Neo-Romantic c h a r a c te r is t ic s ,
S ie te  g r i to s  en e l  m ar, produced in  1957, d e a ls  a lso  w ith  a  
dream, b u t th e  te ch n iq u e  in  t h i s  p lay  d i f f e r s  somewhat from La H av e  en 
e l  desvan , produced th e  p rev io u s  y e a r .  The a c tio n  o f  th e  a c tu a l  p lay  i s  
sim p le : S a n t i l la n a  f a l l s  a s le e p  read in g  th e  Memories de v ià .je  o f one o f
th e  s h ip 's  p a s t  c a p ta in s  and awakens a t  th e  end o f  th e  p la y . What s in g le s  
out t h i s  drama i s  S a n t i l l a n a 's  dream, fo r  th e  re a d e r  i s  unaware th a t  San­
t i l l a n a  has been  dream ing u n t i l  th e  f i n a l  pages o f  th e  p la y .
The actu a l dream predates tw en tieth  century techniques in  i t s  
enrphasis on th e p r e d ic tiv e  q u a lity  o f  dreams. I t  would be u n fa ir  a t 
th is  p o in t to  c i t e  th e in flu en ce  o f  Jung, who a lso  b e lie v e s  th a t dreams
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f o r e t e l l  fu tu re  e v e n ts , f o r  he had  r e a l ly  j u s t  begun t o  fo rm u la te  h is  
th e o r ie s  a t  th e  tim e when Casona produced h is  p la y .^  What d i f f e r e n t i a t e s  
S a n t i l l a n a ’s dream and p la c e s  i t  in  a study  o f  C asonian Neo-Romantic te n ­
dencies i s  th e  ideo logy  c o n ta in ed  w ith in  th e  dream i t s e l f .  Many o f 
C asona 's id e a s  which d is t in g u is h  him from p re - tw e n tie th  cen tu ry  au th o rs  
appear in  S ie te  g r i to s  en e l  mar and a re  th e re fo re  a  r e i t e r a t i o n  and 
summary o f  th e  Casonian b rand  o f  Neo-Romanticism, Casona b e l ie v e s  th a t  
man can f r e e ly  choose from v a r ie d  courses o f  a c tio n  open to  him . In  
S ie te  g r i to s  en e l  m ar, he r e j e c t s  th e  n o tio n  o f  p re d e s t in a t io n  as he 
a ls o  does in  E l crimen de Lord A rtu ro . L ikew ise , im p l ic i t  in  th e  drama 
i s  th e  c r i t i c i s m  o f  a  te c h n o lo g ic a l  s o c ie ty  w ith  i t s  em phasis on in sen ­
s i t i v i t y  and m onetary g a in ,  an id e a  which a ls o  appears in  works such as 
La b a rc a  s in  pescad o r and La s i r e n a  v a ra d a , fo r  exam ple. In  a d d i t io n , 
Casona b e lie v e s  th a t  man must c o n fro n t h is  s i t u a t io n  and make th e  b e s t  
o f  i t  w hether i t  be by p o s i t iv e  o v e r t  a c tio n s  o r  by s e l f  e x p a t ia t io n .  
F in a l ly ,  s u ic id e  f o r  Casona i s  n o n -e x is te n t in  a w orld  o f  lo v e , a  n o tio n  
which a ls o  i s  advanced in  P ro h ib id o  s u ic id a r s e  en p rim av e ra .
S ie te  g r i to s  en e l  mar i s  a  com plicated  p lay  because o f  i t s  mul­
t i p l e  id e o lo g ic a l  c o n te n t. The main c h a ra c te rs  i l l u s t r a t e  how th e  pecu­
l i a r l y  Casonian Neo-Romantic id eo lo g y  i s  advanced.
A ll  th e  c h a ra c te rs  in  th e  p la y  a re  p assen g ers  on a p le a s u re  s h ip ,  
th e  N alon. This v e s s e l  i s  sym bolic o f th e  r e a l  w orld  and c o n ta in s  a l l  
th e  problem s which a r i s e  from d a i ly  l iv in g .  As Nina say s ; "Un barco  es
^C harles H. L e ig h to n , "A le jand ro  Casona and th e  S ig n if ic a n c e  o f  
Dream s," H isp an ia , XLV, iv  (December, 1962), p . 701.
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otro  mundo en pequefîo, con su v ida propia . The man in  charge o f  t h is  
l in e r  i s  th e Capitan, who i s  perhaps one o f  the most in te r e s t in g  charac­
te r s  in  th e drama. In h is  r o le  as th e  supreme commander o f  th e sh ip , he 
rep resen ts Casona, th e author, who can he considered an omnipotent crea­
to r  when he a c t iv e ly  fash ion s h is  drama according to  h is  own p referen ces . 
By e x ten s io n , he can a lso  he lik en ed  to  an a ll-p o w erfu l God who ru les  
th e w orld. The primary importance o f  th e  Capitan, th e r e fo r e , res id es  in  
the fa c t  th at in  S ie te  g r ito s  en e l  mar th e creator/au thor fig u re  i s  ob­
v io u s ly  v i s ib l e .  In works such as Prohibido su ic id a r se  en primavera and 
La s ire n a  varada, men l ik e  Dr. Roda and Don F lo r in  represented  th e  s ta ­
b i l i z in g  element in  ch aotic  w orlds, and t h e ir  presence im p lic it ly  admon­
ish e s  prudence and o ffe r s  t a c i t  support. Here th e s t a b i l iz in g  element 
takes on an added q u a lity  o f  om niscience: "îQuê t ip o  curioso! Habla
siempre como s i  conociera de antemano todas la s  r e sp u es ta s , y  h a sta  
cuando parece mas s e r io  l e  asoma una so n r isa  detras de lo s  o jos," ^  and 
"Esa seguridad d esc o n c e r t a n t e , , como s i  su p iera  de antemano todo lo  
que va a  ocu rrir  y como va a o ccu rir ." ?  Each o f  th e characters sen ses  
th a t the Capitan knows him com pletely . The reader f e e ls  th a t th e  Capitan 
has advance knowledge o f  the even tual dow nfall o f  th e  characters and wants 
to  save them by p la c in g  them in  an untenable s i tu a t io n , th e ir  in ten d in g  
d eath s, th ere fo re  forc in g  them to  repent (Zabala, Mercedes, Baron P er tu s, 
Hina, J u l ia ,  and the Profesor to  an ex ten t) or be damned (H arrisson),
I f  the Capitan sym bolizes Casona, then i t  i s  apparent th a t h is  message
^Alejandro Casona, S ie te  g r ito s  en e l  mar, in  Obras Completes, I I ,  
w ith  a Prologue by Federico Carlos Sainz de Robles (Madrid: A gu ilar ,
1963) ,  p ,  20 ,
^ I b id , , p ,  15 , T i b id , , p , 36 ,
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em phasizes th e  f a c t  th a t  man’s p e rs o n a l re c o g n itio n  o f  in d iv id u a l  s h o r t ­
comings s u f f ic e s  t o  save him: ” . . .  cuando se sahe m o r ir , no im porta
Q
como se  h a  v iv id o .’
I t  i s  p o s s ib le  t h a t  Casona chose to  employ th e  o m n isc ien t god­
head f ig u re  f o r  two re a so n s : ( l )  to  show th a t  th e re  i s  some o v e rr id in g
fo rc e  in  tw e n tie th  cen tu ry  s o c ie ty  who ca res  about man and who w ants to  
h e lp  him save h im s e lf  and become m aste r o f  h i s  d e s tin y  th rough  lo v e ; and 
(2 ) th e  use o f  an a ll-k n o w in g  f ig u r e  on th e  dream le v e l  would be more 
r e a d i ly  accep ted  as t r u e  by a  re a d e r  accustom ed to  ta n g ib le  f a c t s , th e re ­
by g iv in g  Casona more freedom  o f  e x p re ss io n  and in n o v a tiv e n e s s .
The c h a ra c te rs  who re p re s e n t  Casona’s b e l i e f s  a re  seven men and 
women t r a v e l in g  aboard  th e  N alon. R egarding them , Casona h im se lf  say s: 
"Los s i e t e  pecadores p ro ta g o n is te s  . . .  no son s i e t e  p o r c a s u a lid a d , aun- 
que no respondan a  l a  l i s t a  o rto d o x a  de lo s  pecados c a p i t a l e s . . .  . 
Throughout th e  a g e s , th e  seven t r a d i t i o n a l  c a p i t a l  s in s  have been con­
s id e re d  to  be p r id e ,  a v a r ic e ,  l u s t ,  a n g e r , g lu t to n y , envy, and s lo th .  
However, Casona’s own adm ission o f  a  more l i b e r a l  in t e r p r e t a t i o n  o f th e se  
s in s  shows h is  tendency to  q u e s tio n  e s ta b l is h e d  t r a d i t i o n  and re d e f in e  
th e  e v i l s  ap p aren t in  modern s o c ie ty ,  as many tw e n tie th  cen tu ry  au th o rs  
do.
Casona’s f r ie n d  and c r i t i c  F ed erico  C arlos Sainz de Robles sug­
g e s ts  t h a t  Nina re p re s e n ts  s e n s u a l i ty ;  Baron P e r tu s ,  p r id e  ; Z abala , 
crim e; M ercedes, v ic e  ; P ro fe s o r ,  in d if f e r e n c e ;  J u l i a ,  d e s p a ir ;  and
^ Ib id . . p .  Bit.
^A lejandro  Casona, Obras C om plétas, I ,  p . c l .
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H arrisson, egoism and avarice.^® Although some o f  th ese  t r a i t s  seem to  
correspond to  the tr a d it io n a lly  accepted s in s ,  in  r e a l i ty  they d if f e r  
somewhat, r e f le c t in g  a com pletely Casonian Neo-Romantic ideology or 
am plifying tr a d it io n a l b e l ie f s  in  keeping w ith a modem p ersp ec tiv e .
H arrisson e x h ib its  egoism and greed due to  the ex ig en cies  o f  
modem te c h n o lo g ica l s o c ie ty . His in d iscr im in ate  production and s e l l in g  
o f  arms to  the h ig h est bidder i l lu s t r a t e s  modem preoccupations w ith  per­
so n a l, n o n a ltr u is t ic  advancement and i s  in d ic a t iv e  o f  the in s e n s i t iv i t y  
caused by an advanced, impersonal s o c ie ty . That Casona loath es such an 
impersonal a tt itu d e  i s  apparent: H arrisson, although given the chance to
rep en t, when p laced  in  a term inal s itu a t io n  by th e  Capitan, r e fu s e s ,  
attempts to  buy h is  way ou t, and i s  sh o t.
Baron Pertus and Nina ty p ify  the Casonian b e l i e f  th at man, no 
matter how e v i l ,  can r e c t i f y  h is  deplorable con d ition  through the p o s i­
t iv e  a c tion  o f  lo v e . The Baron su ffe r s  from e x ce ss iv e  p r id e , in s e n s it iv ­
i t y ,  and s a d is t ic  im pulses. When faced w ith death , he comes to  th e r e a l i ­
za tion  th a t he r e a lly  lo v es  th e p r o s t itu te /m is tr e s s  Nina and sh e , him.
I t  i s  th is  tru e lo v e  which g iv es  them both th e courage to  face death.
Likewise Zabala and Mercedes undergo a somewhat s im ila r  tra n sfo r­
mation fo r  each r e a liz e s  th a t by th e ir  d estru ction  o f  Zabala's f i r s t  
w ife 's  lo v e ,  which was a pure one, th e ir s  was ta in te d  w ith g u i l t .  Their 
very confrontation  w ith  the sord id  d e ta ils  o f  the p ast r a ise s  them to  
th e sta tu re  o f  characters in  con tro l o f  them selves and th e ir  p a r ticu la r  
s i tu a t io n s ,  u n w illin g  now to  seek escape in  imaginary w orlds.
lO lb id ., p . c l i .
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The Profesor i s  a lso  g u ilty  o f  a Casonian s in ,  fo r  he i s  in d if ­
feren t and in s e n s it iv e  to  thé needs o f  o th ers . Given h is  sa r c a s tic  and 
u n feelin g  p e r so n a lity , i t  i s  a major breakthrough when he admits th a t he 
once loved . P rior to  th is  adm ission, th e  Profesor shows no fe e l in g s .
His e x h ib itio n  o f  some emotion p a r t ia l ly  redeems him o f  h is  in d iffe r e n c e .
J u lia 's  c h ie f  s in  i s  d esp a ir , a word a lie n  to  a pure Casonian 
f in a l  view o f  l i f e .  In Casona's p la y s , despair always o f  n e c e ss ity  re­
cedes in to  th e  background when confronted w ith  the forces o f  lo v e , ten ­
d ern ess, and concern. This i s  ex a ctly  what happens to  J u lia  when she 
and S a n tilla n a  f a l l  in  lo v e .
Taken as a w hole, th ese  seven sin n ers each i n i t i a l l y  p ossess the  
la te n t  capacity  fo r  redemption which ev en tu a lly  comes to  the fore in  most 
o f them. By recogn izin g  one's fa u lts  or th ose  o f  the w o r ld 's , man can 
a sser t h im se lf p o s i t iv e ly .  Evasion in to  u n r e a lis t ic  worlds as an escape  
from an unpleasant s itu a t io n  w i l l  not provide the answer. Only confron­
ta t io n  w i l l .
The b ir th  o f  a c h ild  at the end o f  th e dream i s  in d ic a tiv e  o f  
the awakening on the part o f  th e  sinners : ” . . .  ese  nino es un poco h ijo
de t o d o s . A  baby, un tainted  by m ateria l preoccupations and nonaltru­
i s t i c  im pulses and e v i l  tendencies i s  the progeny and u n realized  poten­
t i a l  o f  every man, sin n er or s a in t .  By awakening to  a recogn ition  o f  
one's in te r io r  w orth, man can d iv e s t  h im se lf o f  greed , in d iffe r e n c e ,  
crim insil in s t in c t s ,  d esp a ir , and s e n su a lity .
^^Casona, S ie te  g r i t o s , p . 69 .
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F in a lly , when S a n tilla n a  wakes up at the end o f  th e p la y , he 
r e a liz e s  th a t he has been dreaming. As he meets each character who had 
been in  h is  dream, he r e a liz e s  th a t h is  dream was but a fo reca st o f  th in gs  
th a t have th e p o te n t ia l  o f  tak ing p lace  i f  on ly  given th e proper stim ulus. 
The fa c t  th a t S a n tilla n a  attempts to  save J u l ia ,  for  exançile, from her 
su ic id a l attempt i s  c le a r ly  in d ic a tiv e  o f  Casona’ s b e l i e f  th a t d estin y  
can be a lte r ed  in  th a t man i s  free  to  choose a lte r n a tiv e  courses o f  a c tio n . 
The reader i s  l e f t  to  assume th at S a n tilla n a  w i l l  attempt to  stim u late  an 
awakening in  each o f  th e characters and ev en tu a lly  save them, thereby  
p a r a lle lin g  the events which tran sp ired  in  h is  dream.
Alejandro Casona, th en , has u t i l i z e d  th e  dramatic technique of  
the dream in  two d is t in c t  manners. In La H ave en e l  desvan, he has 
examined the s ig n if ic a n c e  o f  a dream on the b a s is  o f  p sych oan a ly tica l 
in q u iry . While not denying th e tr a d it io n a lly  accepted b e l i e f  in  th e pre­
d ic t iv e  q u a lity  o f  a dream, he has n ev erth e less  questioned  th is  in terp re­
ta t io n  by h is  very use o f  a purely tw en tieth  century method. His attendit 
to  introduce a new p ersp ectiv e  in to  p rev iou sly  entrenched ideas i s  perhaps 
the b est in d ica to r  o f  Casonian lib er a lism . This change in  focus lik ew ise  
makes him a Neo-Romantic for  he u t i l i z e s  concepts a lie n  to  previous cen­
tu r ie s  a t th e same tim e th at many o f  h is  th e a tr ic a l  maneuvers are rem ini­
scen t o f  n in eteenth  century Romanticism.
S ie te  g r ito s  en e l  mar on the other hand i s  q u ite  d if fe r e n t  from 
La H ave en e l  desvan, a lth o u ^  i t  too  takes a dream as i t s  fo c a l p o in t.
The d is t in c t io n  between th e two p lays a r ise s  from th e fa c t  th a t w hile  La 
H ave en e l  desvan contains a Neo-Romantic approach fused  w ith  n in eteen th  
century tech n iq u es, S ie te  g r ito s  en e l  mar almost e x c lu s iv e ly  d ea ls  w ith
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th e ex p o sitio n  o f  Casona's personal id eo lo g y . The author's b e l i e f s , as 
exem p lified  through h is  ch aracters, are very much in  keeping w ith the  
tw en tieth  century tendency to  qu estion  tr a d it io n a l ideas and concep ts, 
f in a l ly  a rr iv in g  a t  th e  conclusion th a t man i s  resp o n sib le  only to  him­
s e l f :  s in c e  s o c ie ty  has advanced to  th e  p o in t o f  in s e n s i t iv i t y ,  man,
th e  master o f  h is  d e s tin y , has th e opportunity to  r a is e  h im se lf above 
the le v e l  o f  se lf-d eg ra d a tio n  by a conscious con frontation  and a p o s it iv e  
affirm ation  o f s e l f .  Casona's b e l ie f s  are th erefo re  most l ib e r a l  and 
in n ovative  in  comparison w ith the n in eteen th  century Romantics who be­
l ie v e d  th a t fa te  was an unchangeable determinant in  man's l i f e ,  and who 
o ften  allow ed th e ir  heroes to  escape from th e world and o ften  commit 
su ic id e . Casona's modem id eo lo g y , th e r e fo r e , i s  but an expression  o f  




In El crimen de Lord Arturo, A lejandro Casona re-exam ines th e  
t r a d it io n a l concept o f  fa te  from a tw en tie th  century p e rsp ec tiv e . The 
r e s u lt in g  in ter p r e ta tio n  i s  th erefo re  more l ib e r a l  than th a t o f  n in e­
teen th  century Romantics, fo r  Casona p la ces  th e r e s p o n s ib il ity  fo r  man's 
d estin y  on man h im se lf , not on unseen and u n con tro llab le  fo r c e s . Conse­
q u en tly , Casona's view o f  fa te  can thus be q u a lif ie d  as a part o f  
tw en tieth  century trends to  question  p rev iou sly  e s ta b lish e d  id eas and 
concepts. The tr a d it io n a l Romantic focus on th e importance o f  th e  in d i­
v id u a l i s  given a more ex ten siv e  treatm ent and emphasis in  the tw en tieth  
cen tu ry , and th is  in  turn lead s to  th e modern id ea  th a t man i s  resp on si­
b le  only to  h im se lf, a b e l i e f  b a s ic  to  Casona's Neo-Romantic id eo lo g y . 
This r e je c t io n  o f  the notion  o f p red estin a tio n  appears in  S ie te  
g r ito s  en e l  mar and in  El crimen de Lord Arturo. In the former p la y ,  
Casona u t i l i z e s  a dream as a symbol o f  the tr a d it io n a l treatm ent o f  th e  
concept o f  fa t e .  Within the dream i t s e l f ,  Casona shows th a t the d estin y  
o f  the passengers cannot be changed. S in ce fa te  d ic ta te s  th a t they  w i l l  
d ie  a t a cer ta in  tim e and p lace 4 nothing can a lt e r  the flow  o f  e v e n ts ,
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for  d estin y  w ith in  th e dream i s  in f le x ib le .  Casona, th en , u t i l i z e s  th e  
v e h ic le  o f  the dream tr a d it io n a lly  as a p r e d ic tiv e  to o l  and as an in d i­
cator o f  a p re-tw en tie th  century id eo logy .
However, once S a n tilla n a  wakes up at th e  end o f  the play and 
r e a liz e s  what has occurred, he becomes aware th a t h is  dream was merely a 
fo reca st o f what could happen given the proper s t im u li. I t  i s  a t th is  
poin t th a t a Casonian Neo-Romantic id eo logy  appears, fo r  the author im­
p l ie s  th a t man i s  fr ee  to  choose and he i s  not bound by any p re -esta b lish ed  
p lan . In th e dream, fo r  example, J u lia  was predestin ed  to  d ie  in  wartime. 
In r e a l i t y ,  however, she chooses S a n tilla n a ’s lo v e  over death. Man must 
confront h im se lf in  h is  modern s itu a t io n ;  he must forge h is  own ex isten ce  
s in ce  d estin y  has no co n tro l. Id e o lo g ic a lly  th is  r e je c t io n  o f  the tr a d i­
t io n a l treatm ent o f  p red estin a tio n  s itu a te s  Casona in  the current o f Neo- 
Romanticism, fo r  i t  i s  a reaction  to  a d e term in istic  concept o f l i f e  pre­
va len t at th e  end o f  the n in eteenth  century.
In Casona's f i r s t  drama, El crimen de Lord A rturo, published in  
1929 , Lady Clementina has in v ite d  the chiromancer Septimo Podgers to  her  
p arty . During th e  even ing, he reads A rturo's fortune and informs him 
th a t i t  i s  A rturo's d estin y  to  k i l l  someone he lo v es  : i f  he does not
fr e e ly  choose h is  v ic t im , then he w i l l  k i l l  S ib i la  Merton whom he i s  to  
marry in  two days. Arturo immediately cancels a l l  wedding plans w ithout 
explanations to  h is  fia n cee  and p lo ts  to  e lim in a te  T ia Clementina. His 
plan to  poison  her f a i l s  for  she d ies  a n atu ral death. Again Arturo s t a l l s  
S ib i la 's  qu estions w hile  attem pting to  k i l l  Tîo Dean de C hichester w ith a 
bomb; o f  course, th e bomb does not work. At t h is  p o in t , Arturo decides  
th a t he h im se lf w i l l  be the v ic tim  and i s  making plans to  drown h im se lf
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in  the Thames when Podgers appears and attempts to  blackm ail Aim fo r  Tia  
Clem’s death , unaware th a t i t  was a n atu ral one. As a r e s u l t ,  Arturo 
k i l l s  Podgers and th e  reader assumes th a t he w i l l  marry S ib i la .
The t i t l e  o f  th e play shows a marked d e lin ea tio n  between good and 
e v i l  fo r  i t  brings to  mind th e goodness o f  the legendary King Arthur, as 
w e ll as th e e v i l  connotations commonly a sso c ia ted  w ith th e  word crimen, 
This con trap osition  o f  two d ia m etrica lly  opposed terms i s  a p ra c tic e  com­
mon to  th e  melodramatic fa c e t  o f  n in eteen th  century Romanticism, I t s  ap­
pearance in  th e t i t l e  a le r t s  th e reader to  the fa c t  th a t th ese  two forces  
w i l l  be at odds during th e p la y , and th a t ,  supposedly, e v i l  w i l l  triumph, 
fo r  the t i t l e  reads "Lord Arthur’s Crime." The cen tra l id ea  o f  Casona’s 
drama hinges on th e  concept o f  fa te  and i t s  importance t o  man. Casona 
has trea ted  th is  notion  Neo-Romantically as in  S ie te  g r ito s  en e l  mar, 
fo r  he has sym b olica lly  re jec te d  th e  b e l i e f  th a t man i s  incapable o f  con­
t r o l l in g  h is  d e s t in y , thereby rendering th is  view o f  fa te  much more l ib e r ­
a l  than th at o f  a pure Romantic: Podgers i s  fraud u len t, d ecep tiv e , and
e v i l ,  and by ex ten sio n , so  i s  th e id ea  o f fa te .  The p lay  should in stead  
be e n t i t le d  "Septimo Podgers’ Crime" s in ce  he attempted to  deceive Arturo 
unscrupulously in to  b e lie v in g  th at Arturo would k i l l  someone he loved .
The rev e la tio n  o f  Podgers’ deception affirm s th at man can and does contro l 
h is  d estin y . This exp la in s Casona’s comment, through th e v e h ic le  o f  the 
character Arturo, "Era una obra de ju s t ic ia ," ^  when he k i l l s  Podgers: 
th e  chiromancer had deceived him and made him b e lie v e  th a t he could not
^Alejandro Casona, El crimen de Lord Arturo, in  Obras Complétas, 
I ,  w ith a Prologue by Federico Carlos Sainz de Robles (Madrid: A guilar,
1963) ,  p . 287 .
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change the course o f  ev en ts . A rturo's d iscovery o f  th is  b e tra y a l o f  
n e c e ss ity  forces him to  e lim in ate  the man who had implanted such an 
absurd notion  in  h is  mind. Such an act i s  warranted as a prevention  
against s im ila r  occurrences. E a rlier  in  the p la y , S ib i la  a lso  re in fo rces  
the notion  th at d estin y  i s  m eaningless when she says: "Yo creo que, cuan-
do es e l  amor que e s ta  en ju ego , se  puede luchar contra to d o .”  ^ S ib i la 's  
statem ent rece iv es  added emphasis given the symbolism o f  her name. In 
Greek nçrthology, th e  S ib y lla e  were reputed to  be w ise women endowed w ith  
great prophetic powers. They supposedly in terceded  w ith the gods on be­
h a lf  o f  man. Hence, in  th is  p lay  S ib i la 's  thoughts should be considered  
as rep resen ta tive  o f  Casona's ph ilosophy. Love i s  the redeeming fa c to r  
o f  l i f e  and man i s  a t th e  core o f  ex isten ce  fo r  he i s  the master o f  h is  
d estin y .
Since Heo-Romanticism i s  a fu sion  o f  a l ib e r a l  tw en tieth  century 
philosophy with some techniques c h a r a c te r is t ic  o f  n in eteen th  century Ro­
m anticism , i t  would fo llo w  th a t s in ce  El crimen de Lord Arturo i s  id eo ­
lo g ic a l ly  Heo-Romantic, some o f  i t s  techniques should bear a s tr ik in g  
resemblance to  th ose o f  the Romantic movement. In th is  p la y , however, 
Casona does not use sta g e  s e t t in g s  and asid es as frequently  as in  La 
s iren a  varada, Prohibido su ic id a rse  en primavera and Los arboles mueren 
de p ie . In f a c t ,  they are obviously  m issin g . Other than s itu a t in g  the  
f i r s t  act a t n ight as a ty p ic a l  Spanish Romantic would have done, Casona 
v ir tu a l ly  n eg lec ts  th e u t i l iz a t io n  o f melodramatic mechanical dev ices  
such as lig h tn in g , thunder, and unexpected l e t t e r s .  This apparent
Z ib id ., p . 2U1 .
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d ism issa l o f  v is u a l Romantic a ids can, perhaps, be exp la in ed  by th e fa c t  
th a t El crimen dé Lofd Arturo vas th e author's f i r s t  drama and vas pat­
terned  a f te r  a n arration  by Oscar W ilde. I t  i s  conceivab le  th a t Casona 
wanted h is  f i r s t  p lay  to  reproduce f a i t h f u l ly  the drama o f  an e sta b lish e d  
w r ite r , a fa c t  which i s  supported by Federico Carlos Sainz de Robles;
Uno de sus mejores a c ier to s  ha s id o  conservar en lo s  d ia logos  
para l a  escena todas la s  fra ses  in gen iosas -  muy abundantes -  
que sazonan l a  narraci6n , e igualm ente se r v ir se  de lo s  fra g -  
mentos d ia lo g a les  que, en e s t a ,  se  en treveran con l a  parte  
propiamente n a rra tiv a , s in  retoque alguno, por c re e r lo s  in -  
m ejorab les, y dando tono medido a l ambiante y  a lo s  persona- 
j e s ,  de tan pura cepa b r itâ n ic a .^
Casona's r e je c t io n  o f  v is u a l  s ta g e  s e t t in g s  and accoutrements 
does not exclude h is  u t i l i z a t io n  o f oth er Romantic tech n iq u es. P ré fig ­
u r a tio n s , a constant in  n in eteen th  century Romantic drama, are apparent 
in  E l crimen de Lord A rturo. For exan ^ le, at th e beginn ing o f  the p la y , 
Arturo t e l l s  th e s to ry  o f  an o ld  gypsy who had run away h o r r if ie d  when 
asked to  t e l l  A rturo's furtune; la te r  in  th e  p la y , Podgers i s  somewhat 
re lu c ta n t to  do the same. The appearance o f  th ese  warnings o f  fu ture  
events i s  somewhat sporadic throughout th e drama and by them selves are 
not co n clu sive  evidence o f Casona's in c lin a t io n  towards Romantic tech ­
n iq u es. However i t  i s  in  th e portraya l o f  both major and minor characters  
th a t Casona i l lu s t r a t e s  h is  tru e  p r e d ile c t io n  for  th e use o f  Romantic 
p lo y s , which are n on eth eless  su b serv ien t to  h is  Neo-Romantic id eo logy  
th a t man can con tro l h is  own d estin y .
From a purely id e o lo g ic a l stan d p o in t, th e  most in tr ig u in g  charac­
te r  in  th e p la y , although he i s  a minor one, i s  Septimo Podgers. The
o
Alejandro Casona, Obras Complétas, I ,  p . I v i i .
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s e le c t io n  o f  th e  name Septim o i s  an ex trem ely  d ram atic  cho ice  fo r  t h i s  
word embodies n o t on ly  th e  fo rc e s  o f  e v i l  i n  th e  p la y ,  b u t a ls o  th o se  o f  
good. The number sev en , and by e x te n s io n , s e v e n th , i s  sym bolic o f  p e r f e c t  
o rd e r  and u n io n ,^  th e  p o s i t iv e  fo rc e s  in  man. I t  a lso  " . . .  i s  g r e a t ly  
used in  c e r ta in  m ag ica l creem onies and r i t u a l .  I t  shows th e  dom ination 
o f  b o th  th e  seen  and th e  unseen by th e  power o f  th e  w i l l  . . . to
many people  in  modem s o c ie ty ,  th e  o c c u lt  and a l l  i t s  p r a c t ic io n e r s  a re  
e v i l .  This ju x ta p o s i t io n  o f  p o s i t iv e  and n e g a tiv e  v a lu es  i s  f u r th e r  r e ­
in fo rc e d  by th e  f a c t  t h a t  a lthough  th e  number seven sym bolizes union and 
o rd e r end hence th e  seven v i r tu e s  in  man, i t  a ls o  b r in g s  t o  mind th e  
seven c a p i t a l  s in s  f o r  which man i s  supposed ly  damned.^ In  P odgers , e v i l  
ta k e s  p recedence  over good, b u t by th e  very  c o n tr a s t  o f  th e se  two elem ents 
Casona has doubly re in fo r c e d  th e  in h e re n t w icked n a tu re  o f  th e  man.
S im ila r ly ,  Casona enshrouds Podgers in  a  m y ste rio u s  a u ra , b a s ic  
to  th e  Romantic s t y l e ;  " . . .  no t i e n e  nada m is te r io s o  p o r fu e ra ;  . . .  .
Lo que t i e n e  de q u irro m an tico  se  lo  conocera  u s te d  en lo s  ojos."*^ This 
s ta tem en t eq u ates  chirom ancy w ith  m y ste ry , and in  Podgers t h i s  m ystery 
i s  a c c e s s ib le  on ly  t h r o u ^  th e  e y e s , w h ich , i n  h i s  p a r t i c u l a r  c a se , 
happen to  be g re e n . A gain , th e  symbolism o f  g reen  eyes em phasizes th e  
c o n tr a s t  betw een good and e v i l ,  th e re b y  making th e  l a t t e r  more fo r c e fu l  
when co n s id e red  w ith in  th e  e n t i r e  c o n tex t o f  th e  man. The a c t  o f  see in g
^ C ir lo t ,  p . 223.
^ S e p h a r ia l ,  The Book o f  Charms and T alism ans (London: W. F o u l-
sham and Co, n . d . ) ,  pp . 13-1^.
^ C i r lo t ,  p .  223.
^Casona, E l c rim en , p . .226 .
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” . . .  r e p re s e n ts  a  s p i r i t u a l  a c t  and sym bolizes u n d e rs ta n d in g .”
9
Green r e p re s e n ts  l iv id n e s s  and d e a th . Podgers has l iv e d  in  rem ote 
la n d s , in  a  most ty p ic a l ly  Romantic mode, f o r  te n  y e a r s ,  a  f a c t  which i s  
s ig n i f ic a n t  f o r  te n  i s  th e  number o f  d e s t i n y , a c t i n g  as an ”en can tad o r 
de s e r p i e n t e s . The accum ulation  o f  such d e t a i l s  envelopes Podgers in  
a m ysterious a u ra . This to g e th e r  w ith  th e  f a c t  t h a t  in  England he l iv e s  
on h2 Oxford S t r e e t ,  makes him an even more m y s tify in g  c h a ra c te r ;  fo u r  
sym bolizes em otiona l i n te n s i ty  and two i s  r e l a t e d  t o  th e  ” . . .  dua l
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fu n c tio n s  o f  S p i r i t  and M a tte r , o f  th e  v i s i b l e  and in v i s ib le  w o rld s ."  
Casona has most a d e p tly  u sed  a  d e s c r ip t iv e  Romantic tech n iq u e  to  p o r tr a y  
th e  n a tu re  o f  t h i s  c h a ra c te r .
U n t i l  h is  d ecep tio n  i s  d isco v e re d  and th e  p o e tic  j u s t i c e  ty p ic a l  
o f  n in e te e n th  cen tu ry  Romantic melodramas o c c u rs , Podgers i s  th e  mouth­
p ie ce  o f  th e  Romantic b e l i e f  in  f a t e .  At one p o in t ,  he says to  A rtu ro : 
"Por encima de n o so tro s  l a  f a t a l id a d  mueve n u e s tro s  h i lo s  s in  que sepamos 
j a m a s . . . a n d  "Todo en l a  v id a  es f a t a l ,  . . .  . These s ta tem en ts  
imply th a t  man cannot tam per w ith  h is  f a t e  f o r  i t  i s  n o t a c c e s s ib le  to  
m o rta ls . U n fo r tu a n te ly , how ever, f o r  P o d g ers , and by e x te n s io n , fo r  
Romantic id e o lo g y , t h i s  n o tio n  i s  ren d e red  in v a l id  when Casona allow s 
A rtu ro  to  d is c o v e r  th e  in h e re n t f a l l a c y  in  rea so n in g  o f  t h i s  s o r t :
Podgers i s  th e  in c a rn a tio n  o f  th e  fo rc e s  o f  d e s t in y ,  he i s  proven to  be
^ C i r lo t ,  p .  95. 9 lb id . . p . 51.
^*^Sepharial, p . lU .
1 ] 12C asona, E l crim en , p . 227. S e p h a r ia l ,  p . 13.
^^Casona, E l crim en , p . 23%. ^^ Ib id . , p . 235»
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a  fa k e , th e re fo re  th e  id e a  o f  d e s tin y  i s  a lso  in v a l id .  The m urder o f  
Podgers i s  a t  th e  same tim e th e  sym bolic death  o f  th e  n in e te e n th  cen tu ry  
b e l i e f  in  f a te  and th e  b i r t h  o f  th e  Neo-Romantic su p p o rt o f  th e  id e a  th a t  
man can c o n tro l  h is  d e s t in y .
Casona a ls o  u ses  Romantic tech n iq u es  in  th e  p re s e n ta t io n  o f  o th e r  
c h a r a c te r s ,  e s p e c ia l ly  th e  p ro ta g o n is t  A rtu ro , who re p re s e n ts  th e  fo rce s  
o f  good. This c h a r a c te r  resem bles h is  n in e te e n th  cen tu ry  c o u n te rp a r t 
Don A lvaro in  many re s p e c ts  f o r  he i s  young, v e ry  much in  lo v e , and mys­
te r io u s :  th e  gypsy re fu s e d  to  t e l l  A r tu ro 's  fo r tu n e  because  i t  was so
h o r r ib le .  When he d isc o v e rs  th a t  h is  s o - c a l le d  f a te  i s  to  k i l l ,  he 
s t a t e s  t h a t  he w i l l  run  away to  l i v e  on a  m ountain , showing th e  Romantic 
p r e d i le c t io n  fo r  h e ig h ts  and i s o l a t i o n .  He i s  most i r r a t i o n a l  and melan­
c h o lic  in  th e  b e s t  o f  Romantic t r a d i t i o n s ,  re g a rd in g  h is  a p p a re n tly  de­
v a s ta t in g  s i t u a t i o n .  His d e c is io n  to  go to  V enice to  aw ait T ia  Clem 's 
death  i s  in  keep ing  w ith  h is  Romantic b e n t ,  f o r  what b e t t e r  p la c e  i s  
th e re  th an  th e  c i t y  o f  th o se  i l l - f a t e d  lo v e rs  Romeo and J u l i e t ?  What 
saves A rtu ro  from s in k in g  in to  th e  abyss o f  th e  p e rs e c u te d  Romantics i s  
h is  d isco v ery  th a t  man can c o n tro l h is  d e s tin y  and i s  th e  m aster o f  h is  
f a t e .  I t  i s  t h i s  Neo-Romantic touch  which co n v erts  A rtu ro  in to  a  t r u l y  
modem p ro ta g o n is t .
T h e re fo re , b o th  S ie te  g r i to s  en e l  mar and E l crim en de Lord 
A rtu ro  p la c e  more im portance on th e  in d iv id u a l  and h is  a b i l i t y  to  choose 
f r e e ly  th an  on th e  concep t o f  d e s tin y . I t  i s  t r u e  t h a t  th e  in d iv id u a l  
i s  c e n t r a l  to  Rom anticism , j u s t  as he i s  in  a  Neo-Romantic p h ilo sophy  o f  
l i f e .  What d i f f e r e n t i a t e s  th e  two v iew poin ts i s  th e  b ro a d e r  p e rs p e c tiv e  
o f  th e  modern age. The tw e n tie th  cen tu ry  co n sid e rs  man as b e in g  f re e d
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o f  p re v io u s ly  en tren ch ed  id e a s ,  w h ile  th e  Romantic man i s  a  f irm  ad h eren t 
to  th e  t r a d i t i o n a l  b e l i e f  in  f a t e .  In  E l crim en de Lord A rtu ro , Casona 
em phasizes th e  sym bolic death  o f  th e  id e a  o f  i r r e v e r s ib le  f a t e .  In  S ie te  
g r i to s  en e l  mar he u t i l i z e s  th e  v e h ic le  o f  a  dream to  s tan d  fo r  t r a d i ­
t i o n a l  co n cep ts ; how ever, in  r e a l  l i f e ,  th e  c h a ra c te rs  a re  n o t bound by 




J u s t  as f a t e ,  dream a n a ly s i s ,  and th e  problem  o f  r e a l i t y  and 
i l l u s i o n  p la y  an im p o rtan t p a r t  in  Casona’s t h e a t e r  and show him to  be a  
Neo-Rom antic, so to o  do th e  p la y s  d e a lin g  w ith  d i s t i n c t  phases o f  th e  
s u p e rn a tu ra l .  O tra  vez e l  d ia b lo  (1935) and La b a re a  s in  p escad o r (19^5) 
t r e a t  th e  theme o f  th e  D e v il;  La dama d e l a lb a  ( l9 ^ ^ ) fo cu ses  on th e  
n o tio n  o f  D eath ; and La c a sa  de lo s  s i e t e  ba lco n es  (1957) d e a ls  w ith  th e  
w orld  o f  th e  s p i r i t ,  a l l  o f  which a re  d i f f e r e n t  a sp e c ts  o f  s u p e rn a tu ra l  
f o r c e s .
During th e  Romantic e r a ,  th e  d e v i l  came to  occupy a  s in g u la r  
p o s i t io n  in  l i t e r a t u r e :  "Rom anticism  i s  th o ro u g h ly  su ffu se d  w ith  th e
s p i r i t  o f  S a tan . S atan ism  i s  n o t a  p a r t  o f  Rom anticism . I t  i s  Romanti­
cism . The d e v i l  became a  symbol f o r  th e  Romantic o f  a l l  t h a t  i s  d a r in g , 
m y ste rio u s  and g loony . Because th e  ty p ic a l  Romantic lo v ed  l i b e r t y ,  he 
f e l t  a  p a r t i c u l a r  k in sh ip  f o r  t h a t  f a l l e n  a rch an g e l who had d ared  to
^M axim ilian Rudwin, Thé D èv il in  Legend and L i te r a tu r e  (C hicago: 
The Open Court P u b lish in g  C o ., 1 9 3 1 ), p . 278.
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c h a llen g e  d iv in e  a u th o r i ty .  S im ila r ly ,  th e  Romantic ex p erien ced  a  pecu­
l i a r  ty p e  o f  cam araderie  w ith  th e  d e v il  s in c e  b o th  have always f e l t  m is-
2
u n d ers to o d  and sco rn ed . F or th e  Rom antic, th e  d e v i l  i s  a  fo rc e  t o  be 
re v e re d  and fe a re d :  empathy and te m e rity  combine to  produce a  most im­
posing  p ic tu r e  o f  S a tan  d u rin g  th e  n in e te e n th  c e n tu ry . L ik ew ise , S atan  
rem ains removed from  m o rta l man and i s  reg a rd ed  more as a  fo rc e  th a n  as 
a r e a l  and ta n g ib le  c r e a t io n .  I t  i s  t h i s  i n a c c e s s i b i l i t y  and in ta n g ib i l ­
i t y  compounded w ith  C a th o lic  d o c tr in e  which made th e  d e v i l  seem so omi­
nous and pow erfu l in  th e  Spain  o f  th e  Romantic p e r io d .
In  modern t im e s , when v a lu es  a re  c o n s ta n tly  q u e s tio n e d  and changed, 
a more l i b e r a l i z e d  concept o f  th e  D ev il o f te n  p r e v a i l s .
In  ou r d ay s, th e  D ev il i s  n o t an o b je c t o f  contem pt, b u t o f
c o n s id e ra t io n . He i s  t r e a t e d  n o t com ically  b u t s e r io u s ly ,  
nay s y m p a th e tic a lly . We have come to  r e a l i z e  t h a t  th e r e  i s  
so  much o f  us in  th e  D ev il and so much o f  th e  D e v il in  us 
th a t  i t  would n o t be f a i r  to  t r e a t  him h a r s h ly .^
The d e v i l  i s  what men make o f  him , and modern man has o f te n  n o t been as
sev ere  w ith  S a tan  as have been h is  p re d e c e sso rs . Such i s  th e  case  in
C asona 's t h e a t e r  w hich re v o lv e s  about th e  f ig u r e  o f  th e  d e v i l .  The Neo-
Romantic Casona, u n lik e  n in e te e n th  cen tu ry  R om antics, does n o t view th e
d e v il  as an ominous c re a tu r e .  R a th e r , h is  i s  a  more l i b e r a l  approach :
re c o g n iz in g  th a t  sm all p a r t  o f  S atan  i n t r i n s i c  to  ev ery  m an's b e in g ,
Casona has sought to  humanize th e  D ev il somewhat. No lo n g e r  does th e
f ig u re  o f  th e  d e v i l  fe ed  on th e  em otions as in  th e  n in e te e n th  c e n tu ry .
R a th e r, he i s  c o n sid e red  more p h ilo s o p h ic a l ly  and p ra g m a tic a lly  in  a
modem c o n te x t . Casona has a l t e r e d  th e  t r a d i t i o n a l  Romantic concep tion
~ Ib id . . pp . 286- 288 , p ass im . ^ Ib id . , p .  278 .
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o f  S a tan  and made him more humanized and b e lie v a b le  in  h is  dramas O tra  
vez e l  d ia b lo  and Là b a rc a  s in  p e sc a d o r,
O tra  vez e l  d ia b lo  concerns a  c o n tra c t  made between th e  E s tu d ia n te  
and th e  D iab lo . The E s tu d ia n te  meets th e  D iab lo  in  th e  m ounta ins, and 
th e  l a t t e r  e v e n tu a lly  succeeds in  e n l i s t i n g  th e  E s tu d ian te* s  a id :  th e
D iablo  w ants t o  commit a  d ia b o l ic a l ly  good a c t  so  as to  modify th e  e v i l  
concep tion  o f  him commonly accep ted  by man. The E s tu d ia n te  i s  f i n a l l y  
convinced by th e  D ia b lo 's  arguments on ly  because  th e  D iablo  prom ises to  
h e lp  th e  E s tu d ia n te  secu re  th e  lo v e  o f  th e  I n f a n t in a .  The D iab lo  even­
tu a l ly  becomes th e  I n f a n t in a 's  p re c e p to r  and convinces h e r  t h a t  th e  e v i l  
rampant in  th e  kingdom w i l l  s to p  on ly  when someone succeeds in  k i l l i n g  
th e  d e v i l  w ith  th e  l e t t e r ' s  own dagger. The I n f a n t in a 's  f a th e r  o f f e r s  
h e r  hand to  whoever can k i l l  th e  D iablo  in  such a manner. N a tu ra l ly , th e  
D iablo  g iv es  th e  k n ife  to  th e  E s tu d ia n te  who sy m b o lica lly  k i l l s  h is  in t e ­
r io r  d s f i l  and th e r e f o r e  l iv e s  h a p p ily  e v e r  a f t e r  w ith  th e  In f a n t in a .
The opening scenes o f  La b a rc a  s in  p escad o r a re  s e t  in  tho ro u g h ly  
modern t im e s . R icardo  Jo rdan  i s  on th e  verge o f  f in a n c ia l  r u in ,  and he 
has been b e tra y e d  by h is  lo v e r  E n r iq u e ta , I t  i s  a t  t h i s  p o in t t h a t  th e  
C ab a lle ro  de Negro e n te r s  and proposes a  p a c t :  s in c e  R icardo  has never
e x h ib ite d  any m oral compunctions about norm ally  sac re d  v a lu e s , why n o t 
commit murder? I f  he w i l l  on ly  d e s ir e  th e  death  o f  P ê te r  A nderson, th e  
C ab a lle ro  de Negro w i l l  r e s to r e  to  him a l l  h is  form er w ealth  and power. 
N a tu ra l ly ,  R icardo  a g re e s , only to  spend th e  rem ainder o f  th e  p lay  a ttem p t­
in g  to  s a lv e  h is  g u i l ty  co n sc ien ce . He jo u rn ey s  to  th e  l a t e  P e te r 's  home, 
f a l l s  in  lo v e  w ith  P e t e r 's  w ife , E s te la ,  en joys th e  sim ple l i f e  and d is ­
covers t h a t  he r e a l l y  d id  n o t k i l l  P e te r :  i t  was C r is t ia n  who a c tu a l ly
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committed th e  crim e. The C ab a lle ro  de Negro reap p ea rs  say in g  th a t  R icardo 
has n o t f u l f i l l e d  h is  c o n tra c t  fo r  he has n o t r e a l l y  k i l l e d  anyone; a t  
t h i s  p o in t th e  new good R icardo Jordan  says t h a t  he has o b l i t e r a te d  th e  
o ld  and w icked R icardo  Jo rd an . The d e v il  and R icardo  p a r t  as f r ie n d s ,  
and R icardo  and E s te la  l iv e  h a p p ily  to g e th e r .
in  th e  s e le c t io n  o f  th e  t i t l e s  o f  th e se  w orks, Casona has v a r ie d  
somewhat from h is  u su a l fo rm at. W hile o th e r  t i t l e s  show th e  c o n tra s t  
betw een good and e v i l  as in  E l crim en de Lord A rtu ro  o r emphasize under­
ly in g  id e o lo g y , as in  h is  dramas o f  r e a l i t y  and i l l u s i o n ,  th e  t i t l e s  o f 
th e s e  p la y s  a re  d e ce iv in g ly  s t r a ig h tfo rw a rd .  O tra  vez e l  d ia b lo  r e f e r s . 
q u ite  re a so n a b ly , to  th e  f a c t  th a t  th e  d e v i l  i s  once again  to  make h is  
appearance in  l i t e r a t u r e ,  as one o f  th e  many v a r ia t io n s  p o s s ib le  on a 
g iven  them e. I t  in  no way r e f l e c t s  th e  modern c o n tex t in  which th e  d e v i l  
w i l l  be p la c e d , as La s i r e n a  v a rad a  fo r  example sy m b o lica lly  s ig n i f ie d  
th e  end o f i l l u s i o n  in  modem tim e s . S im ila r ly  La b a rc a  s in  p escador 
b e a rs  no deep , u n d e rly in g  s ig n if ic a n c e ;  i t  m erely  r e f e r s  to  P e te r  Ander­
so n , a  fisherm an who b u i l t  a  b o a t b u t was k i l l e d  b e fo re  he cou ld  use  i t .  
Some c r i t i c s , n o ta b ly  C harles Leighton have s a id  t h a t  b a rc a  sym bolizes 
th e  dom estic l i f e  and lo v e  unknown to  R icardo  b e fo re  h is  a r r i v a l  in  th e  
f is h in g  v i l l a g e .^  There i s  m e rit in  t h i s  th in k in g , i t  i s  t r u e ,  espe­
cia lly  s in c e  Casona h im se lf  in  an essay  e n t i t l e d  "E l m ar, l a  mar" s ta t e d :  
"A1 p en sa r en l a  b a rc a  l a  v io  a p a c ib le  y  d o m estica , tra b a ja n d o  p a ra  un 
h o g a r , no mas a l i a  de lo s  l im ite s  de p e sc a  o la s  o r r i l a s  d e l r i o ;  p o r
^C harles H. L e ig h to n , " E s s a y is t ,"  R e v is ta  dé eS tud ios h is p a n ic o s .
p. 116.
5h
eso  l a  b a u tiz 6  m u je r."^  However, a  d ichotony o f  term s e x is t s  h e re  which 
L eigh ton  has f a i l e d  t o  re c o g n ize . I f  h a rc a  sym bolizes th e  dom estic l i f e  
which R icardo  has n o t ex p e rien c e d , how th en  can one re c o n c ile  t h i s  w ith  
th e  common symbolism o f  th e  fisherm an  as a  see k e r o f  wisdom and re g e n e r­
a t io n ,  as an o p e ra to r  on th e  v ery  so u rces  o f  l i f e ? ^  Casona c le a r ly  s t a t e s  
t h a t  th e  b o a t has no fish e rm an , o r  r a th e r ,  t h a t  th e  so u rces  o f  wisdom and 
l i f e  cannot be found in  a  sim ple dom estic ro u tin e  embued w ith  a  s p i r i t  
o f  l i v e ,  p eace , and con ten tm en t. Such a n o tio n  i s  c le a r ly  ou t o f  l i n e  
w ith  C asona 's  b a s ic  id eo lo g y  f o r  he i s  a  s taunch  ad h eren t to  th e  n o tio n  
t h a t  man needs to  s im p lify  s o c ie ty  and c o n tro l  h is  own d e s tin y  by fa c in g  
r e a l i t y  through  th e  medium o f  lo v e . T h e re fo re , th e  t i t l e  o f  t h i s  work 
can be no more th a n  i t  s t a t e s :  a  b o a t w ith o u t P e te r  Anderson.
Perhaps C asona 's re a so n in g  in  g iv in g  th e se  two p a r t i c u l a r  p la y s  
commonplace t i t l e s  r e l a t e s  in  p a r t  t o  h is  in s i s te n c e  on th e  f a c t  t h a t  
th e  d e v i l  i s  more humanized in  th e  tw e n tie th  cen tu ry  th a n  he was in  Ro­
m antic  tim e s . By re n d e rin g  th e  t i t l e s  s im p le , i t  i s  p o s s ib le  t h a t  he 
f e l t  he would low er th e  degree o f  em otionalism  a tta c h e d  to  th e  e v i l  mach­
in a t io n s  o f  th e  d e v i l ,  th e re b y  f a c i l i t a t i n g  a  more l i b e r a l i z e d  approach 
to  a  s tu d y  o f  h is  m ethods.
C asona 's Heo-Romantic ten d en c ie s  in  th e se  p la y s  a re  m a n ife s ted  
by th e  in tro d u c tio n  o f  a  new id e o lo g y , in  t h i s  c a se , a  modem view o f  th e  
D e v il, th rough  th e  u t i l i z a t i o n  o f  some tech n iq u es  c h a r a c t e r i s t i c  o f
^A lejandro  Casona, "E l m ar, l a  m ar."  In d ic é  l i t e r a r i o ,  suplem ento 
de E l U n iv e rsa l (C aracas) (23 a b r i l  1959)» p."X i
C irlot, p. 101.
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o f  n in eteen th  century Romantics. Such a process corresponds to  the  
p attern  fo llow ed  in  h is  other dramas.
The sta g e  s e t t in g s  o f  each o f th e  two works are stro n g ly  rem inis­
cent o f  the p ast Romantic age. In- Otra vez e l  d iab lo  th e  s e t t in g  in  Act 
I i s  a crossroads in  the mountains in  th e  la t e  afternoon . Both th e  lo ca ­
t io n  and th e time o f  day are fa v o r ite  ones o f  th e Romantics, a lth o u ^  a 
more ardent Romantic would have plunged th e  scene in  complete darkness, 
rather than leave  i t  in  th e  waning hours o f  l i g h t ,  in  order to  produce 
a more obvious e f f e c t .  The s e t t in g  i t s e l f  i s  sym bolic o f  th e  inner  
lo f t in e s s  o f  s p ir i t  (mountain) la te n t  in  each man and th e d ec isio n  (cro ss­
roads) he must make between good and e v i l .  Such a s e t t in g  immediately 
a le r ts  th e  reader to  the fa c t  th a t op p osites w i l l  be at odds in  the p la y . 
This i s  rein forced  by the fa c t  th a t throughout th e p lay Casona juxtaposes  
l ig h t  and darkness, the o ld  and the new, and p o s it iv e  and n egative  v a lu es . 
Such maneuvers are no more than m elodram atic. Romantic p loys designed to  
a ttr a c t  the em otions.
The most in te r e s t in g  act from the b a s is  o f  a study o f  Romantic
stage  d ir e c tio n s  i s  the th ir d  and f in a l  one in  which th e E studiante
f ig h ts  the d e v il  w ith in  him.
A red l ig h t  -  th e l ig h t  o f  passion  -  momentarily illu m in es  
the face o f  the stu d en t, and a w hite l ig h t  -  the l ig h t  o f  
innocence -  sh in es on th e face  o f  th e p r in c e ss . Dawn, the  
hour o f  tr u th , begins to  f i l t e r  in to  the in n , the w h is tlin g  
o f the wind d ies away, and th e sound o f  a d is ta n t f lu t e  i s  
h e a r d .'
This scene occurs w h ile  i t  i s  ra in in g  o u tsid e; s in ce  ra in  i s  a p u rify in g
'^Alejandro Casona, Là s ir e n a  varada. ed. and w ith a Prologue by 
Ruth C. G ille s p ie  (New York: A ppleton-C entury-C rofts, I n c . ,  1951), p.
x v i i .
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a g e n t, i t  s ta n d s  to  reaso n  th a t  th e  E s tu d ia n te  i s  c le a n s in g  h im se lf  in  
th e  s t ru g g le  w ith  th e  fo rc e s  o f  e v i l  and p a s s io n . The re d  l i g h t  on h is  
w r ith in g  fad e  s ig n i f i e s  n o t only  th e  l i g h t  o f  p a s s io n , b u t a ls o  a  s t a t e
g
o f s u f f e r in g ,  su b lim a tio n , and lo v e , and i t  i s  by t h i s  very  love  th a t  
he can save  h im s e lf .  As th e  f l u t e  in  th e  d is ta n c e  p la y s  G rie g 's  "Morning" 
from th e  P ee r Gynt S u i te ,  b e l l s  r in g  and a  b e a u t i f u l  new day dawns. Such 
a  v i s u a l  scene  does no t need d ia lo g u e  a t  a l l  s in c e  th e  symbolism i s  so 
obvious : th e  E s tu d ia n te  has r i d  h im se lf  o f  th e  e v i l  w ith in  him as th e
b e l l s  p e a l ;  "ISon la s  campanas de Dios que e s ta n  rep icando  de g lo r ia ! " ^  
An in t e r e s t i n g  p o in t  can be made w ith  re g a rd  to  G rieg  th e  composer and 
Casona th e  D ra m a tis t: when G rieg  composed h i s  c h ie f  w orks, Romanticism
was no lo n g e r  an i d e a l  to  him as i t  had been t o  Chopin o r  Schumann, only  
an a r t i s t i c  me t i e r , S o  to o  w ith  Casona who u t i l i z e s  Romantic te ch n iq u es  
b u t on ly  as an a r t i s t i c  means to  a  Neo-Romantic end.
The s ta g e  s e t t in g  o f  La b a rc a  s in  p escad o r l ik e w ise  u t i l i z e s  
ty p ic a l  Romantic d e s c r ip t io n s  to  advance a Neo-Romantic id eo lo g y . In  Act 
I ,  Casona d e p ic ts  a  very  m echanized s o c ie ty ,  s im i la r  to  th e  ones in  h is  
dramas o f  r e a l i t y  and i l l u s i o n .  The f a c t  t h a t  s o c ie ty  i s  m echanized to  
th e  p o in t  o f  i n s e n s i t i v i t y  i s  f u r th e r  em phasized by th e  f a c t  t h a t  i t  i s  
co ld  and th e  a c t io n  ta k e s  p la c e  in  w in te r :  la c k  o f warmth im p lie s  s ta g ­
n a tio n  o r  th e  p re sen ce  o f  d e a th , and w in te r  i s  th e  most d e so la te  season  
o f th e  y e a r .  By e x te n s io n , modern s o c ie ty  i s  devoid  o f  f e e l in g .  The
^ C ir lo t ,  p . 53,
9A le jan d ro  Casona, O tra  vez e l  d ia b lo , i n 'Obras com p lé tas , I ,  
w ith  a  P ro logue by F ed e rico  C arlos S ainz  de R obles (M adrid: A g u ila r ,
1963) ,  p . 393,
^^Lang, p ,  7^6,
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read er’s d iscovery  la t e r  in  the play o f  Casona's abhorrence o f  computer­
iz e d  so c ie ty  i s  th ere fo re  re in forced  by th ese  v is u a l  a id s . Suddenly th e  
l ig h t s  dim and in  a most melodramatic fash ion  music announces the a r r iv a l  
o f  th e  D ev il: a s im ila r  technique i s  employed in  th e  operas o f  P u ccin i,
V erd i, R o ss in i, and Wagner in  which th e  main character i s  always id e n t i­
f ie d  w ith a p a r tic u la r  m usical m o t i f . I n  t h is  case th e use o f  music i s  
a fu rth er  reinforcem ent not only o f th e  entrance o f  th e d e v il h im se lf , 
but a lso  o f  the tendency o f  Romantic w r iters  to  mingle th e arts  in  th e ir  
works thereby g iv in g  f u l le r  expressions to  th e ir  crea tiv e  f e e l in g s .  Act 
I I  i s  s itu a te d  on a Nordic c o a s t , showing th e Romantic p r e d ile c tio n  fo r  
d is ta n t p la ces; th e D ev il supposedly p refers to  l i v e  th ere . "The North 
was a n c ien tly  b e lie v e d  to  be th e  region o f  darkness and was la te r  con­
s id e re d , by tra n sferred  meaning, as the realm o f  ev il." ^ ^  This fa c t  i s  
s ig n if ic a n t  for  in  r e a l i t y  i t  i s  in  th e North th a t Ricardo e lim in ates  
the e v i l  w ith in  him. Such a purging i s  su c c e s s fu l in  sym bolica lly  d is ­
p e ll in g  th e  ominous connotations given to  Northern p la c e s , and by exten­
s io n , to  th ose  who in h a b it Northern a reas, in  other words th e  D ev il. 
Ricardo a lso  l ig h t s  a f i r e  for  him and E ste la  w ith th e contract he had 
made w ith the d e v il:  the decomposition of th e  d e v i l ’s hold  on man (the
contract) has-been accom plished by the s p ir i tu a l  energy (th e  f i r e )  pro­
duced by tru e lo v e  (E s te la ) .
P r é fig u r a tio n s , common Romantic tech n iq u es, a lso  occur in  th ese  
two p lays d ea lin g  w ith  the d e v il:  in  Act I I  o f  Otra vez e l  d ia b lo . for
example, C ascabel’s song p refigu res the In fa n tin a ’s even tual marriage to
llB o r r a s , p . 507. ^^Rudwin, p . 63.
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th e  E s tu d ia n te ;  and in  Act I  o f  La b a rc a  s in  p e sc a d o r, th e  c iy  R icardo 
h ea rs  forew arns th e  re a d e r  th a t  he w i l l  s u f f e r  g u i l t  f e e l in g s  over th e  
death  o f  P e te r .  Such p ré f ig u r a t io n s  a re  f re q u e n t and a re  m echanical 
dev ices designed  to  m a in ta in  em otional ap p ea l.
However, th e  e lem ents which d is t in g u is h  C asona 's  dramas from 
th o se  o f  pure Romantic in v e n tio n  a re  to  be found in  th e  d i s t i n c t  person­
a l i t i e s  he im parts  to  th e  D ev il in  each o f h is  p la y s .  The u t i l i z a t i o n  
o f any number o f  Romantic te ch n iq u es  would n o t se rv e  to  c l a s s i f y  h is  
dramas as Neo-Romantic were i t  n o t f o r  th e  fu s io n  o f  th e se  s t y l i s t i c a l  
dev ices w ith  a  modern view o f th e  s i t u a t io n .  In  th e s e  p a r t i c u l a r  c a s e s , 
Casona has tran sfo rm ed  th e  ominous, in a c c e s s ib le  Romantic d e v il  in to  a 
human, ta n g ib le  Neo-Romantic f ig u re  in e x tr ic a b ly  bound to  man and th e  
human c o n d itio n . The d e v i l  in  O tra  vez e l  d ia b lo  i s  c h a ra c te r iz e d  by a  
haze o f  d is c r e e t  n y s te ry , im ply ing  th a t  he no lo n g e r r e s o r t s  to  fo re ­
boding and f r ig h te n in g  te c h n iq u e s : " ( . . .  Es un d ia b lo  maduro, s in  edad .
V is te  pulcram ente  de f ig u ro so  l u t o : c a lzS n , b i r r e t e  ^  f e r r e r u e lo , y
h a b la  con una n a tu ra l id a d  mundana to c a d a _a veces de m e la n c o lia . )
Not only  does he speak as humans do , he says he i s  a  C a th o lic , a  f a c t  
which most d e f in i te ly  does n o t adhere  to  th e  d e v i l 's  t r a d i t i o n a l  h o rro r  
o f a l l  th in g s  p e r ta in in g  to  th e  Church. This d e v il  i s  one who i s  r a th e r  
va in  f o r  he wants people  t o  th in k  o f  him as handsome. His view o f  him­
s e l f  and h is  s o -c a l le d  m ach inations i s  n o t a  s a ta n ic a l  one , b u t r a th e r  a  
very  g e n tle  one, f o r  he f e e l s  th a t  humanity has m isunderstood  him and 
m isco n stru ed  h is  in te n t io n s .
^^Casona, O tra  v e z , p . 3^8.
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Yo no soy un tram poso n i  un aprovechado. Es verdad  que he 
firm ado algunos p a c to s ,  p e ro  siem pre fa v o ra b le s  a l  hombre,
C on tra tos le o n in o s . S i yo daba e l  amor, l a  ju v en tu d  o e l  
d in e ro , lo  daba en buenas co n d ic io n es . En cambio, hay que 
v e r lo  que mis c o n t r a ta n te s  me en treg ab an : unas aJjnas r e -
mendadas, l l e n a s  de le p ra s  y de v ic io s .  Un a sco ,^ ^
This d e v il  w ants to  be remembered f o r  th e  good he has done s in c e  people
always a s s o c ia te  him w ith  e v i l :  "Tengo que h a c e r  un b ie n  an te s  de jü b i -
larm e. Pero un b ie n  d ia b o l ic o , . . ,  con i n t r i ga y t e n t a c i o n . A l t h o u g h
th e  s a ta n ic a l  in t e n t  i s  ap p aren t in  t h i s  s ta te m e n t, i t  i s  n o n e th e le ss
so fte n ed  by th e  f a c t  t h a t  C asona 's c h a r a c te r iz a t io n  o f  t h i s  p a r t i c u l a r
d e v il  i s  sy m p ath e tic . The d e v il  becomes very  a t ta c h e d  t o  th e  w orld
th rough  th e  v e h ic le  o f  C asona 's  l i b e r a l i z a t i o n  o f him: "Por ahora  e s to y
muy a g u sto  en l a  T ie r r a .  (Se s i e n t a  a  2^ lu m b re .) !Ay amigo mio! E stos
d ia s  me ban d ev u e lto  e l  humor y  l a  j u v e n t u d . I n  a d d i t io n ,  he c a l l s
th e  s tu d e n t h is  f r i e n d ,  n o t in  a  m a lic io u s , s a ta n ic a l  m anner, b u t in  a
most f r a t e r n a l  one. I t  i s  on ly  in  h is  a c t  o f  tem p tin g  th e  E s tu d ia n te  t o
seduce th e  In f a n t in a  t h a t  Casona allow s h is  d e v i l  to  assume fo r  a  moment
h is  c h a r a c t e r i s t i c a l l y  e v i l  r o le .  This a c tio n  i s  j u s t i f i e d  s t y l i s t i c a l l y
because a t  t h i s  p o in t  th e  s tu d e n t i s  sy m b o lica lly  d e s tro y in g  th e  in h e re n t
e v i l  te n d en c ie s  w ith in  him ; i f  th ey  were no t d e l ib e r a te ly  made to  appear
n e g a tiv e , he would n o t s t r i v e  to  e lim in a te  them. T h e re fo re , th e  d e v i l 's
a c tio n  p ro v id es  th e  c a ta ly s t  n ece ssa ry  to  s t a r t  th e  e n t i r e  r e a c t io n :
te m p ta tio n , r e s i s t a n c e ,  s u b lim a tio n , v ic to ry .  Viewed in  t h i s  l i g h t ,  th e
a c t  o f  tem p ta tio n  becomes a  p o s i t iv e  fo rc e  fo r  i t  s t im u la te s  th e  E s tu d ia n te
to  b ro ad e r h o r iz o n s , th e re b y  re in fo r c in g  th e  id e a  t h a t  s a ta n ic a l
l ^ Ib id . . p . 3U9 .
l ^ I b id . , p . 351. l ^ Ib id . , p . 381 .
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machinations in sp ire  man to  r i s e  above h is  s itu a t io n  and co n tin u a lly  
s t r iv e  to  b e tte r  h im se lf. The d e v il  o f  Otra vez e l  d iab lo  i s  consequently  
a humanized, s p ir itu a l iz e d  so r t  o f  d e v il fo r  he has em otions, he reason s, 
p rays, and m otivates man to  h igher a sp ira tio n s: Casona's view o f  him i s
much more l ib e r a l  than th at o f  any o f  h is  n in eteen th  century counterparts.
In La barca s in  pescador, the Caballero de Negro i s  a b i t  more 
d ev iou s, but th is  does not imply a l e s s e r  degree o f  humanization.
Casona continues th e l ib e r a l iz e d  p ortraya l o f  the d e v il  begun in  Otra vez 
e l  d iab lo  in  th is  drama: he i s  not dep icted  as a purely in ta n g ib le
supernatural fo r c e , but rather as a common man conducting b u sin ess in  an 
everyday world. The d e v il ”( . . .  v i s t e  chaque ^  tra e  a l  brazo su carpeta  
de n é g o c ie s . Solamente su so n r isa  f r i a , su matiz rapaz ^  ^  b a r b il ia  en 
punta denunc i an. bajo la  ap arien cia  v u lg a r , su perdurable p erson alid ad .
. . .  . The fa c t  th a t he i s  described  p h y s ic a lly  in  th is  manner does 
not minimize the humanization p r o c ess , fo r  th is  d escr ip tio n  could be 
app lied  to  many men, not e x c lu s iv e ly  to  Satan. To re in fo rce  th is  b e l i e f ,
1 ACasona adds th a t h is  i s  an " . . .  aspecto  prov in cian o , de pequeno burgues,"
The fa c t  th at th e Caballero de Negro lea v es  h is  g love behind a f te r  h is
d ealin gs w ith  Ricardo i s  in d ic a t iv e  o f  th e  author's b e l i e f  th a t th e
d e v il  i s  very r e a l and ta n g ib le . As Leighton says: "Perhaps th e author,
ever th e  pedagogue, i s  try in g  to  p o in t out th is  fa c t  to  h is  au d ien ces,
19to  rouse them from th e ir  le th à r g ic  a tt itu d e  towards e v i l ."  Perhaps
^"^Alejandro Casona, Là barca s in  pescador, in  Obras Complétas. I ,  
w ith a Prologue by Federico Carlos Sainz de Robles (Madrid: A gu ilar ,
1963 ) ,  p . 838.
^^Ibid. . p. 839.
^^C harles H. L e ig h to n , "A lejandro  Casona and th e  D e v il ,"  H isp a n ia , 
LXVIII, i  (March, 1965) ,  p . 3^ +.
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Casona i s  a ls o  a tte m p tin g  to  make th e  f ig u r e  o f  th e  d e v il  a  b e l ie v a b le
one, more r e a d i ly  a c c e s s ib le  th an  he was in  Romantic tim e s . The supreme
ev idence  o f  C asona 's  more humanized tre a tm e n t o f th e  d e v il  occurs a t  th e
end o f  th e  p la y . The d e v il  s ay s ; "Vine a  p e rd e r  t u  alm a, y  yo misrao t e
he p u esto  s in  q u e re r  en e l  camino de l a  s a lv a c io n . IEs p a ra  ju b i l a r s e  
20de una v ez I"  The C ab a lle ro  de Negro b e a rs  no resen tm en t w hatsoever 
tow ards R icardo  and th ey  b o th  p a r t  as f r i e n d s .  This i s  s u re ly  a tw e n tie th  
c en tu ry  co n cep tio n  o f  th e  m e n ta lity  o f th e  d e v i l ,  f o r  a n in e te e n th  cen tu ry  
Romantic would n o t u s u a lly  allow  h is  d e v i l  to  be so open-minded and non­
c h a la n t about lo s in g  a  s o u l.
In  b o th  p la y s ,  th e  d e v ils  se rv e  as c a ta ly s t s  which m o tiv a te  b o th  
o f  th e  p ro ta g o n is ts  t o  d e s tro y  th e  d e v i l ,  and by ex ten s io n  th e  e v i l  w ith ­
in .  The E s tu d ia n te  in  O tra  vez e l  d ia b lo  and R icardo  in  La b a rc a  s in  
p escad o r accom plish t h i s  d e s tru c t io n  th rough  th e  v e h ic le  o f  lo v e , a  fo rc e  
which has appeared  in  most o f  C asona 's p la y s .
The d e p ic t io n  o f  th e  E s tu d ia n te  i s  an e x c e l le n t  example o f  Caso­
n a 's  use o f  Romantic te c h n iq u e s . This h ero  i s  a  vagabond, one o f  th o se  
renegade ty p es  so  ap p ea lin g  to  n in e te e n th  c en tu ry  Rom antics: " ( . . .  un
e s tu d ia n te  e sp an o l desenfadado y mozo. T iene un p r e s t ig io  de n o v e la  p i -
21c a res  ca  apenas empanado po r un vaho de a u la s ............... ) " He f a l l s  in  love
w ith  th e  I n f a n t in a  im m ed ia te ly , id e a l iz e s  h e r  c o n s ta n tly , d e s ire s  h e r  
p a s s io n a te ly ,  and v i s i t s  h e r  s e c r e t ly ,  much th e  same as Don A lvaro  d id  
w ith  Leonor one hundred  y e a rs  ago. He r i s e s  above pure Romantic buffoonery
^^Casona, Là b a r c a , p .  88U. 
^^Casona, O tra  v e z , p . 3^4.
62
when he f in a l ly  becomes aware o f  the value o f  true lo v e  over the baseness  
o f pure p a ssio n . Instead  o f  succumbing t o  h is  innate animal in s t in c t s ,  
he stru g g les  aga in st them throughout th e  n igh t and f in a l ly  i s  v ic to r io u s  
over e v i l  when th e  new day dawns, sym bolic o f  h is pure, nascent lo v e  fo r  
the In fa n tin a . I t  i s  by h is  defeat th a t th e  Estudiante becomes a Neo- 
Romantic hero fo r  he has r e a liz e d  the va lu e  o f  th is  r ea l world w ith in  
the context o f  h is  own personal in d iv id u a lity .
In La barca s in  pescador, Ricardo undergoes much the same meta­
morphosis as th e  E studiante: th e  means are somewhat d if fe r e n t , y e t th e
end r e s u lt  i s  th e  same. Mechanized s o c ie ty  has made Ricardo in to  an in ­
s e n s it iv e  b r u te , capable o f  committing th e  most heinous crimes aga inst 
moral and e th ic a l  p r in c ip le s :  he s t e a ls  other men's w iv es, breaks con­
tr a c ts  as w e ll as h is  word, and i s  unmoved by su ffe r in g  and death. Ca­
sona does not describ e  him rom antically  as he does th e E stu d ian te, for  
to  do so would le s s e n  the ca llou s p ic tu re  o f  the man which th e  author 
has so  d e f t ly  p a in ted . Rather, Casona shows how Ricardo becomes a Neo- 
Romantic hero in  h is  e f fo r t  to  face th e r e a l i t y  o f h is  s itu a t io n  once 
he r e a liz e s  th a t he has a conscience. He d efea ts  th e  d e v il w ith in  him 
by sym b olica lly  k i l l in g  the in s e n s it iv e  Ricardo Jordan he once was and 
rep lacin g  him w ith a new s p ir itu a l iz e d  Ricardo Jordan f i l l e d  w ith a love  
o f l i f e .  The Estudiante destroys one fa c e t  o f  e v i l ,  p a ss io n , w hile  
Ricardo does away w ith  h is  e n tir e  former s e l f ;  no m atter how severe the  
method, th e r e s u lt  i s  s t i l l  a more s p ir i t u a l ly  en ligh tened  man ready to  
face l i f e .  E ste la  summarizes th e b a s ic a l ly  o p t im is tic  Neo-Romantic view  
o f the modern s itu a t io n  when she s ta te s  at th e end o f  the p lay: "Creo
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que l a  v id a ,  aunque a veces amargue, es un d eber. Creo que en l a  t i e r r a  
y en e l  mar e s t a  to d o  lo  que n ecesitam o s. Y creo  que B ios es bueno."^^ 
In  summary, C asona 's  p lay s  d e a lin g  w ith  th e  d e v il  eis one form o f  
th e  su p e rn a tu ra l  a re  s im i la r  in  t h e i r  Neo-Romantic id e o lo g y . Both O tra  
vez e l  d ia b lo  and La b a rc a  s in  p escador a ttem pt to  p re s e n t a  more human, 
everyday p ic tu r e  o f  th e  d e v i l .  In  a d d i t io n ,  th e  a u th o r em phasizes th e  
im portance o f man as an in d iv id u a l  and th e  n e c e s s i ty  f o r  modern man to  
face  h im se lf . A ccording to  C asona 's Neo-Romantic id e o lo g y , e v i l  e x is t s  
w ith in  man and co n sequen tly  can be d estro y ed  by p o s i t iv e  a c t io n ;  th e  
fo c a l  p o in t o f  th e  Casonian th e s i s  i s  th e  in d iv id u a l .  This em phasis on 
p e rso n a l c o n fro n ta tio n  w ith  th e  l a t e n t ,  i n t e r i o r  fo rc e s  o f  e v i l  le ad s  
f in a l ly  to  th e  b e l i e f  t h a t  love  i s  th e  v e h ic le  which en ab le s  man to  face  
l i f e  and surmount a l l  o b s ta c le s .
22casona, La b a r c a . p . 878.
CHAPTER VI
DEATH
A second aspect o f  th e  supernatural which Casona tr e a ts  i s  th at 
o f death as i t  appears in  La dama d el a lh a . The tw en tieth  century con­
cept o f  death i s  m u lti-fa ce te d  and depends s o le ly  on one's po in t o f  view . 
What i s  e s s e n t ia l  here i s  not a d iscu ssio n  o f  th e  var ied  opinions preva­
le n t  tod ay , hut rather a study o f only one man's concept o f  death. As in  
h is  d ep iction  o f  th e D e v il, Alejandro Casona attempts to  humanize th e  f ig ­
ure o f  Death, thereby rendering i t  more ta n g ib le  to  modern man. The Ro­
mantic e ith e r  feared  or d esired  death; th e  Neo-Romantic i s  no d if fe r e n t ,  
fo r  human nature i s  s t i l l  b a s ic a l ly  th e  same. What separates th ese  two 
movements i s  a more l ib e r a l  a t t itu d e . Whereas n in eteenth  century death 
was regarded as an e th erea l fo r c e , tw en tieth  century death i s  considered  
to  be a r e a l and v ia b le  working element in  s o c ie ty  and a necessary part 
o f  each l i f e .  Casona h im se lf has v o iced  h is  personal opinion on th is  
to p ic :
La id ea  de l a  muerte como companera y amiga es una constante  
d el pensamiento y de l a  p o es ia  esp an o les, E l mas grande de 
sus f i l o s o f o s ,  Seneca, era  un romano de Andalucia que no 
hac£a mas d ifer e n c ia  entre e l l a  y l a  v ida  que entre una 
lâmpara encendida y l a  misma lâmpara apagada, Los m istico s  
l a  invocaban como una lib e r a c iô n . Lope de Vega lle g ô  a 
considerar que toda la  v id a  no es mas que un Juego de
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co lores desenvuelto  a l a  o r i l l a  de l a  muerte, Y l a  conde- 
naciôn de T irso contra Don Juan no es tan  airada contra e l  
Burlador del Amor q.ue contra e l  Burlador de la  M u erte...
Con e s to s  antecedentes no pretendo ningun amparo previo  
para mi << Dama de Al'ba>^. Consigne s implement e que e s ta  
afincada en lo  mas entranable de nu estra  tr a d ic iô n  l i t e r a -  
r i a . l
C ertain ly  th e  theme i t s e l f  i s  rooted  in  Spanish tr a d it io n , hut i t s  s in ­
gular treatm ent marks i t  as a s t r i c t l y  Casonian one. Casona a ttr ib u te s  
h is  p r e d ile c tio n  towards supernatural elem ents to  h is  n a tive  land  o f  
A sturias; "Esa in c lin a t io n  mia a lo  sohrenatural no me l a  pueden acha- 
car a ningun e s c r ito r  extranjero: l a  hebf en n uestra  t ie r r a  de A sturias."^
L ikew ise, as Casona h im se lf says : "En ultim a in s ta n c ia  solamente se
l le g a  a lo  u n iv ersa l por e l  camino de lo  n a t io n a l.
La dama del a lba  opens w ith  a general f e e l in g  o f  depression  and
gloom: the Madre has never ceased to  mourn the death o f  her daughter
A ngelica four years before on th e  Noche de San Juan. As a r e s u l t ,  she 
i s  very p r o te c tiv e  o f  the r e s t  o f  her fam ily . One evening Peregrina  
a rrives a t th e ir  home and becomes so absorbed in  th e  ch ild ren  th a t she 
m isses her appointment w ith  M artin, A n g e lica 's  husband. I t  i s  at th e  
beginning o f  Act I I  th a t th e Abuelo recogn izes Peregrina as Death.
Martin returns w ith Adela whom he had found drowning in  th e r iv e r ;  she 
even tu a lly  occupies A n g e lica 's  p la ce  in  th e home and hearts o f  the fam ily . 
On the Hoche de San Juan Martin p r o fe sse s  h is  lo v e  to  A dela, r ev ea lin g
th a t he cannot marry her fo r  A ngelica  i s  s t i l l  a l iv e ;  she i s  not a sa in t
^Rafael Vazquez Zamora, "."La dama d e l a lba ,"  de Casona," In su la . 
XVII, c lxxxv i (mayo, 1962) ,  p. 15 .
“^ Rodriguez C a ste lla n o , "Mi u ltim a conversaciôn,"  p . I 88 .
3 jo se  Luis Cano, "C h arla  con A le jan d ro  C asona," I n s u la . XVII, 
cx c i (o c tu b re , 1962) ,  p . 5 .
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but an ad u lteress  and he has kept s i l e n t  only to  preserve her memory fo r  
th e Madre. Peregrina overh ears, and when A ngelica  returns home sh o r tly  
th e r e a fte r , Peregrina tak es her in stea d  o f  Adela. Adela and Martin can 
marry; A ngelica i s  regarded as a sa in t  by th e townspeople fo r  her body 
i s  in  p er fec t con d ition  when she i s  d iscovered  in  th e r iv e r .
The stage  s e t t in g s  play an important ro le  in  e s ta b lish in g  the  
mood o f  th is  drama, as in  any Romantic th e a tr ic a l  p resen ta tio n . Act I  
i s  given a m ysterious, e te rn a l q u a lity  due to  th e fa c t  th a t i t  takes  
p lace  somewhere in  A sturias at an undetermined tim e. Since i t  i s  n igh t  
and the act occurs in  w in ter , th e  s ta g e  i s  s e t  fo r  th e  entrance o f  an 
equally  gloomy character. However such i s  not th e  case; by the use o f  
the stark  con trast between th e  foreboding s e t t in g  and th e b e a u t ifu l  
P eregrina, Casona imm ediately s e t s  th e tone fo r  h is  ch a ra cter iza tion  o f  
the la t t e r  as a sym pathetic fig u re  in  a most Heo-Romantic v e in . This 
melodramatic ju x ta p o s itio n  o f good and e v i l  occurs frequently  th ro u ^ o u t  
th e p la y , as in  th e  s itu a t io n  o f  th e happy, innocent ch ildren  p lay in g  
w hile  Telva d iscu sse s  the mining d is a s te r  in  which a l l  her sons d ied .
I t  functions not only as ty p ic a l  Romantic em otional appeal, but a lso  as 
an emphasis on th e p o s it iv e  nature o f  Death, thereby preparing th e  reader  
to  accept a more l ib e r a l  in ter p r e ta tio n  o f  i t .  Therefore, although dogs 
howl each tim e th a t th e  Peregrina a rrives on th e  scen e , fe e lin g s  o f  fea r  
y ie ld  to  fe e lin g s  o f  sympathy on th e part o f  th e reader due to  Casona's 
ex cep tio n a lly  favorab le  d ep ic tio n  o f  Death, In th e  f in a l  a c t ,  the a c tion  
occurs not in  w in ter , but in  summer when l i f e  i s  t o t a l ly  imbued w ith th e  
heat o f  lo v e , p a ss io n , and f e r t i l i t y .  A n g e lica 's  body i s  d iscovered  as 
a new day dawns in  a l l  i t s  splendor: her a c tu a l death thus appears as
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a  p o s i t iv e  fo rc e  in  th e  drama. I t  i s  t r u e  t h a t  C asona 's g e n e ra l view  o f  
death  does n o t d i f f e r  from one f a c e t  o f  th e  Romantic concep tion  o f  i t ,  
f o r ,  l i k e  h i s  n in e te e n th  cen tu ry  c o u n te r p a r t ,  he sees  i t  h ere  in  A n g e lic a 's  
case  as a  l i b e r a t i o n  and a  form o f  s a lv a t io n .  What d is t in g u is h e s  t h i s  
drama, th e n ,  and what makes i t  Neo-Romantic i s  n o t C asona's accep tance  
o f  d e a th , b u t r a th e r  h is  l i b e r a l i z e d ,  humanized chart, c te r iz a t io n  o f  th e  
f ig u re  o f  D eath .
S ince  th e  t i t l e  r e f e r s  to  th e  main c h a r a c te r ,  any d is c u s s io n  o f
symbolism p e r ta in in g  to  i t  does o f  n e c e s s i ty  encompass th e  p ro ta g o n is t
o f  th e  drama. In  h i s  e ssay  "E l m ar, l a  m ar,"  Casona e la b o ra te s  on h is
concep tion  o f  th e  appearance in  l i t e r a t u r e  o f  Death as a  woman:
N o so tro s , menos dados a  l a  a b s tr a c c io n , y  con e l  corazon 
chorreando  p o r  to d as  la s  ju n tu ra s  d e l id io m a, imaginamos 
l a  M uerte como una buena amiga p ia d o sa  que nos e sp e ra  a l  
f i n a l  d e l  c amino p a ra  c e r ra m o s  lo s  o jo s  con un as manos 
que , po r miedo a  s e n t i r l a s  demasiado f r i a s ,  qu isieram os 
que fu e ran  de m u je r.^
C onsequently  C asona 's  concep tion  o f  Death i s  t h a t  o f  a  ty p e  o f  m other 
f ig u re  who w i l l  p a t i e n t ly  com fort and lo v e  man and calm a l l  h is  f e a r s .
The m other f ig u r e  n o t on ly  im p lies  p o s i t iv e  a t t r i b u t e s ,  i t  a lso  symbo­
l i z e s  d ea th  and d e s t in y .^  This dualism  se rv e s  to  i l l u s t r a t e  th e  ambiva­
len ce  o f  th e  n a tu re  o f  d ea th  on th e  p a r t  o f  man, and e s p e c ia l ly ,  Romantic 
and Neo-Romantic man: lo v e  and h a t e ,  d e s ir e  and re v u ls io n . L ikew ise
th e  c o n tra p o s i t io n  o f two sym bolic fram es o f  re fe re n c e  gains added fo rc e  
when tak en  in to  c o n s id e ra tio n  w ith  th e  r e s t  o f  th e  t i t l e :  La dama d e l
a lb a . Casona choses to  eq u ate  t h i s  embodiment o f  d e s i r e / r e v u ls io n  (dama)
^A le jand ro  Casona, "E l m ar, l a  m ar,"  In d ic e  l i t e r a r i o .  p . 4. 
^ C i r lo t ,  p .  207 .
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w ith  th e  b eg in n in g  o f  a  new e x is te n c e  ( a lb a ) . L ig h t, and by a s s o c ia t io n  
dawn, i s  eq u ated  w ith  th e  s p i r i t ;  i t  i s  a  c r e a t iv e ,  p o s i t iv e  fo rc e  and a  
s ig n  o f  s p i r i t u a l  s t r e n g th .^  The ju x ta p o s i t io n  o f  a  p o s i t iv e /n e g a t iv e  
f ig u re  o f  D eath w ith  a p o s i t iv e  i n t e r p r e ta t io n  o f  Dawn r e s u l t s  in  a  
doubly r e in fo r c e d  o p t im is t ic  symbol: death  i s  n o t to  be fe a re d  fo r  i t
w i l l  b r in g  s p i r i t u a l  s t r e n g th  and contentm ent to  man.
A l th o u ^  t h i s  in te r p r e ta t io n  o f  death  i s  n o t in n o v a tiv e , i t  be­
comes most d i s t i n c t iv e  in  th e  Neo-Romantic hum anization  o f  P e re g r in a .
She i s  b e a u t i f u l ,  f r a g i l e ,  and t r a n q u i l .  " E lla  es jo v e n , t i e n e  e l  p e lo
Y
como l a  e sp ig a  y  l a s  manos b la n c as como una gran  s e n o ra ."  No lo n g e r
does Death appear as a  s u p e rn a tu ra l ,  e th e r e a l  fo r c e ,  b u t r a th e r  as a
v e iy  r e a l  p e rso n . She i s  capable  o f  la u g h te r  and warm th, as i s  su p p o rted
by th e  f a c t  t h a t  when she fo rg e ts  h e r  commonly accep ted  r o le  as one who
e x tin g u ish e s  l i f e ,  s h e .  assumes human q u a l i t i e s  : when she p lay s  w ith
th e  c h ild re n  h e r  h e a r t  b e a t s ,  she s m ile s , and h e r  hands become warm,
sym bolic o f  l i f e  and lo v e . She d e s ire s  to  be accep ted  as a  f r ie n d  by
man: "Solo q u i s i e r a ,  a n te s  de m archar, que me d e sp id ie ra s  s in  o d io , con
g
una p a la b ra  b u en a ."  Her r e la t io n s h ip  w ith  th e  Abuelo i s  one o f  f r ie n d ­
sh ip  and m utual a id :  b o th  d e s ire  th e  happ iness o f  A dela and M artin , a t  
th e  same tim e th a t  th e y  com fort each o th e r :
PEREGRINA; . . .  Tambien yo q u is ie r a  adom arm e de ro sa s  
como l a s  cam pesinas, v i v i r  e n tre  n in o s  f e l i c e s  y t e n e r  un 
hombre hermoso a  quien  amar. Pero cuando voy a  c o r ta r  l a s  
r o s a s ,  todo  e l  ja r d in  se  me h i e l a .  Cuando lo s  n inos juegan
^ I b i d . . p . 179 .
^A lejandro  Casona, La dama d e l a lb a , in  Obras co m plé tas . I ,  w ith  
a  Pro logue by F ed erico  C arlos S ainz de Robles (M adrid: A g u ila r , I 963 ) ,
p . 767.
^ Ib id . , p .  780 .
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conmigo, tengo  que v o lv e r l a  cabeza p o r miedo a que se  me 
queden f r io s  a l  t o c a r lo s ,  Y en cuanto  a  l e s  hom bres, ide  
que me s i rv e  que le s  mas hermosos me busquen a  c a b a l lo ,  s i  
a l  b e sa r lo s  s ie n to  que sus b razo s  i n u t i l e s  me re sb a la n  s in  
fu e rz a  en l a  c in tu ra ?  (P esesp e rad a , ) iComprendes aho ra  
lo  émarge de mi d e s tin e ?  P re se n c ia r  te d e s  le s  d e le re s  s in  
p eder l l e r a r , . .  Tener te d e s  le s  se n tim ie n te s  de una m ujer 
s in  peder u s a r  n in g u n e ,. .  Y e s te r  cendenada a  m ater siemr- 
p re ,  s iem p re , s in  p ed er nunca m erirî (Cae abrumada en e l  
s i l l o n , cen l a  f r e n te  e n tre  la s  mânes. E l ABUELO l a  m ira  
cenmevide. Se a c e rc a  ^  3^ pene cerd ia im en te  una mane sobre 
e l  hembre. )
ABUELO: ÎP ebre m ujerî
PEREGRIïïA: G ra c ia s , ab u e le . Te h a b ia  p ed id e  un pece
de cem prension y  me has llam ade m u je r, que es l a  p a la b ra  
mas herm esa en le s  la b ié s  de hem bre.^
Casena, th rough  th e  A buele, has humanized P e re g r in a  t e  th e  e x te n t o f
c a l l in g  h e r  a  woman who has dormant em otions and d e s ir e s  which have th e
p o te n t ia l  to  come to  th e  s u rfa c e  i f  g iven th e  n e ce ssa ry  s tim u lu s , such
as lo s in g  o n e se lf  in  th e  la u g h te r  and g a ie ty  o f c h ild re n . F urtherm ore ,
were th e  P e re g r in a  n e t  concerned w ith  th e  f e e l in g s  o f  h e r s e l f  and o f  man,
she cou ld  have j u s t  as e a s i ly  tak en  A dela in s te a d  o f  A n g e lica . I n s te a d ,
h e r  conscience  d ic ta te s  t h a t  she s e le c t  th e  l a t t e r  as h e r  companion f o r
e te r n a l  l i f e .
A n g e lic a 's  d ea th  i s  e s p e c ia l ly  s ig n i f ic a n t  f o r  th e  elem ent o f  
s u ic id e  i s  g e n e ra lly  ab sen t in  C asona's th e a t e r :  h is  c h a ra c te rs  op t to
face  l i f e ,  a id ed  by lo v e ,  and hence can never f a l l  in to  th e  a b je c t  des­
p e ra t io n  o f  one who has l o s t  a l l  d e s ire  to  l i v e .  I t  i s  t r u e  th a t  
A ngelica  does commit s u ic id e  in  t h i s  drama, b u t C asona 's  d e f t  tre a tm e n t 
o f  th e  problem  th ro u g h  h is  hum anization o f  P e re g r in a  j u s t i f i e s  th e  s u i­
c id a l  a c t .  P e re g r in a  t a lk s  to  A n g e lica , woman to  woman, e x p la in in g  to
^ Ib id .. p. 782.
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h e r  t h a t  h e r  d ea th  i s  th e  only s o lu t io n  a v a i la b le  i f  she w ants h e r  m other
to  co n tinue  t o  re v e re  h e r  memory. The em phasis i s  more on P e re g r in a  and
h e r  a b i l i t y  t o  com fort and h e lp  a n o th e r , th a n  on th e  f a c t  t h a t  A n gelica
i s  about to  d ie . .
En re a l id a d  A n g e lica  no muere su  m u e rte , s in o  l a  que con-
v ien e  a  l a s  c re e n c ia s  y sen tim ien to s  de lo s  suyos y  a l
c lim a le g e n d a rio  que ro d ea  a l  rem anso, muy a  p ro p o s ito  
p a ra  que n azca  en l a  a ld ea  una nueva ley en d a . La id e a  
. . .  t i e n e  b a s ta n te  o r ig in a l id a d ,  que a p a r ta  a  La dama 
d e l a lb a  de l a  t r a d ic io n  d ram â tica  so b re  l a  m u erte .
Casona has made i t  appear t h a t  A n g e lica ’ s d e p a r tu re  from t h i s  w orld  i s
n o t a  conscious e x te rm in a tio n  o f  l i f e ,  b u t r a th e r  a  subconscious c o n tin ­
u a tio n  o f an a lre a d y  e s ta b l is h e d  memory. S u re ly  t h i s  view o f  d ea th  i s  
a  more l i b e r a l  and most d i s t i n c t iv e ly  Casonian one.
In  La dama d e l a lb a , th e n ,  Casona a tte m p ts  to  change th e  p o p u la r  
consensus about d ea th  by re n d e r in g  i t  more human. His p o r t r a y a l  o f  P e re ­
g r in a  i s  sy m p a th e tic , f o r  he d e p ic ts  h e r  as a  woman capab le  o f  deep ly  
ro o te d  em otions and f e e l in g s ,  no t as an e th e r e a l ,  in ta n g ib le  fo r c e .  I t  
i s  t h i s  p ro cess  o f  hum an ization  which s in g le s  o u t Casona’ s d e s c r ip t io n  
o f  d eath  as one o f  h i s  Neo-Romantic c h a r a c t e r i s t i c s .
^^Jose  Caso G onzalez, " F a n ta s ia  y  r e a l id a d  en e l  t e a t r o  de Ale­
ja n d ro  C asona," Archivum, V (1955)» p . 312.
CHAPTER VII 
WORLD OF THE SPIRIT
The th ir d  and f in a l  phase o f  the supernatural in  Casona's works 
concerns th e  world o f  the s p i r i t .  Like h is  approaches to  th e D ev il and 
to  Death, an a b stract id ea  becomes r e a l fo r c e . In h is  drama La casa de 
lo s  s ie t e  balcones he has l ib e r a l iz e d  th e n in eteen th  century notion  th a t  
th e  mas a l ia  i s  populated w ith s ta tu e s  who t a lk ,  cadavers, ghosts and 
ghouls; in s te a d , he dea ls w ith  the world o f  th e  s p ir i t  sym path etica lly  
to  the p o in t o f  humanization. In b r ie f ,  th e  a c tio n  o f  th e play i s  as 
fo llow s : U r ie l ,  a young man who cannot speak, l iv e s  w ith  Tia Genoveva,
an o ld  maid aunt who l iv e s  in  th e p a s t ,  and Ramôn, h is  fa th er . Ramon i s  
on th e verge o f  f in a n c ia l  ru in  and see s  h is  only hope o f  sa lv a tio n  in  
th e  money which h is  fa th er -in -la w  l e f t  when he d ied . U nfortunately fo r  
Ramon however, Genoveva, h is  s is t e r - in - la w  has hidden th e  money and re­
fu ses to  rev ea l i t s  lo c a t io n . Goaded by Amanda, h is  maid and m is tr e ss ,  
Ramon tr ic k s  Genoveva in to  b e lie v in g  th a t her lo v e r  o f  fo r ty  years ago 
wants her to  come to  America. She i s  so happy th a t she t e l l s  him where 
to  fin d  th e money. Unknown to  Genoveva however, Ramon plans to  commit 
her to  an asylum once he g e ts  the fortu n e . R osina, th e  good serv a n t,
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a l e r t s  U r ie l  t o  what i s  happening and sends him to  g e t  Don German, th e  
fam ily  d o c to r  and th e  o n ly  one who has any c o n tro l  o v e r Ramon. U r ie l  
f a l l s  from  h is  h o rse  and d ie s  in  h is  e f f o r t ,  and i s  accep ted  in to  th e  
s p i r i t  w orld  hy h is  m o ther, g ra n d fa th e r ,  and f r i e n d  A l ic ia .
Casona views th e  s p i r i t  w orld  as a  p o s i t iv e  fo rc e  and t r e a t s  i t  
in  a  most sy m p ath etic  m anner, much in  th e  same v e in  as m y stic s  l i k e  
S an ta  T e re sa  de J e s u s .  His concep tion  o f  i t  i s  n o t an y th in g  l i k e  t h a t  
o f  n in e te e n th  cen tu ry  Romantic d ra m a tis ts ,  f o r  th e  l a t t e r  p o p u la ted  t h e i r  
s p i r i t  w orlds c h ie f ly  w ith  tom bs, g h o s ts , and o th e r  s tra n g e  o c cu rren c e s . 
To Casona, l i f e  a f t e r  d ea th  shou ld  n o t he fe a re d  a t  a l l  f o r  i t  i s  n o th in g  
h u t a  more p e a c e fu l c o n tin u a tio n  o f  a  l i f e  t o  which man i s  a lre ad y  accus­
tomed. C asona 's  approach t o  t h i s  s i t u a t io n  i s  f a r  more l i b e r a l  th a n  h is  
Romantic p re d e c e s s o rs ,  and i t  i s  t h i s  l ib e r a l i s m  and more human elem ent 
which c l a s s i f y  him  as a  Neo-Romantic.
They symbolism o f  th e  t i t l e  i s  a p p lic a b le  to  th e  Neo-Romantic 
id eo logy  o f  th e  w ork. The word c a sa  connotes f e e l in g s  o f  s a fe ty  and 
s e c u r i ty  and i s  th e  symbol o f  th e  r e p o s i to ry  o f  w isdom .^ Balcones r e f e r s  
t o  th o se  openings o f  th e  s o u l re c e p tiv e  to  th e  e n tra n c e  o f  e x te r n a l  
s t im u li  and knowledge. C onsidered  to g e th e r ,  th e s e  words denote  th e  
e n tra n ce  o f knowledge in to  th e  v a s t  a re a  o f  wisdom which man i s  capab le  
o f  p o s se s s in g . However, th e  e n t i r e  sym bolic meaning o f  th e  t i t l e  h inges 
on th e  in t e r p r e t a t i o n  o f  th e  number seven . Seven can r e f e r  to  p e r f e c t  
o rd e r  and by e x te n s io n , th e  seven v i r t u e s ,  o r  i t  i s  sym bolic o f  p a in  and
p
th e  seven c a p i t a l  s i n s .  C le a r ly  th e se  i n t e r p r e ta t io n s  a re  d ia m e tr ic a l ly
^C irlot, p. lU6. ^Ibid. . p. 223.
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opposed. However t h i s  c o n tra p o s tio n  o f  good and e v i l  in  th e  t i t l e  i s  
i n t r i n s i c a l l y  r e la te d  t o  th e  c h a ra c te rs  o f  th e  p la y . I f  th e  number 
seven i s  tak en  to  denote p a in  and th e  seven c a p i t a l  s i n s ,  then  a  p la c e  
o f  s a f e ty  becomes one re c e p tiv e  t o  th e  fo rc e s  o f  e v i l ,  as re p re se n te d  by 
Ramôn and Amanda, to g e th e r  g u i l ty  o f  th e  seven dead ly  s in s .  The symbol 
viewed ih  t h i s  manner becomes onimous, rep u g n an t, and s i n i s t e r .  I f  th e  
number seven i s  r e p re s e n ta t iv e  o f  o rd e r and th e  seven v i r t u e s ,  th en  th e  
home re c e iv e s  a  p o s i t iv e  c o n n o ta tio n , as re p re se n te d  by T ia  Genoveva and 
U r ie l  in  p a r t i c u l a r .  T his m elodram atic ju x ta p o s i t io n  o f c o n tra s t in g  e le ­
ments i s  m erely one Romantic tech n iq u e  u t i l i z e d  by Casona to  advance h i s  
Neo-Romantic b e l i e f  t h a t  man must be re c e p tiv e  to  th e  p o s i t iv e  elem ents 
in  l i f e ,  f o r  i t  i s  only  by opening h i s  s o u l th a t  he can know th e  meaning 
o f  lo v e .
In  o rd e r to  advance h is  Neo-Romantic id e o lo g y , Casona u t i l i z e s  
some Romantic te ch n iq u es  in  h is  s ta g e  s e t t in g s :  a l l  a re  very  t h e a t r i c a l
and prey  on th e  em otions. This i s  e s p e c ia l ly  n o tic e a b le  in  th e  l a s t  two 
a c ts  when m essengers from  th e  s p i r i t  w orld  appear on th e  scen e . L igh ts  
dim c re a tin g  an u n re a l a tm osphere; a  h a rp  i s  p la y in g  in  th e  background. 
J u s t  h e a r in g  a  h arp  would be s u f f i c i e n t  t o  s e t  th e  mood n ecessa ry  f o r  
th e  en tran ce  o f  th e  dead , fo r  in  m elodram atic works music always i s  
a s s o c ia te d  w ith  p a r t i c u l a r  em otions and s i t u a t io n s .  The Madre, th e  
A buelo, and A l ic ia  a re  a l l  d re sse d  in  w h ite , sym bolic o f  p u r i t y , . inno­
cence , p eace , and con ten tm en t. Casona has reco u rse  to  Romantic tech n iq u es  
only  when d e a lin g  w ith  th e se  th re e  c h a r a c te r s .  At a l l  o th e r  tim es in  th e  
p la y ,  h is  s ta g e  d i r e c t io n s  a re  q u ite  t e r s e  and d i r e c t .  Such a c o n tra s t­
in g  tech n iq u e  i s  u t i l i z e d  to  re in fo rc e  th e  a c tu a l  appearance on th e  scene
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o f  th e  s p i r i t  w orld . Were th e  whole p la y  s e t  in  a  m elodram atic  env iron ­
m ent, th e  e n tra n ce  o f  th e  M adre, th e  Abuelo and A l ic ia  would n o t be as 
e f f e c t iv e  t h e a t r i c a l l y .  A gain , Casona i s  s t r iv in g  to  a t t r a c t  th e  emotions 
in  a  most t h e a t r i c a l .  Romantic fa sh io n .
C asona 's  c h a r a c te r iz a t io n  o f  th e  s p i r i t  w orld  i s  one o f  th e  Neo- 
Romantic elem ents o f  t h i s  p la y . He does no t d e p ic t th e  Madre, A l ic ia ,  
and th e  Abuelo as e th e r e a l  e n t i t i e s , b u t r a th e r  as r e a l  perso n s  : th e
Madre i s  d re ssed  f e s t i v e l y ,  th e  Abuelo wears h is  "uniform e de g a la ,  con 
sus e s t r e l l a s  y condecoraciones"^  and A lic ia  i s  a  t y p ic a l  f i f t e e n  y e a r 
o ld : "( . . .  Gran pamela con la z o , echada h a c ia  a t r a s , dejando d e sc u b ie r-
t a  l a  cabeza . V estido  de v e ran o . Trenzas o b u c les  y c a lc e t in e s . . . .  . ) " ^
T h e ir  speech i s  q u i te  norm al and a l l ,  e s p e c ia l ly  th e  M other, 
express  concern f o r  U r ie l .  When U r ie l  i s  k i l l e d  a t  th e  end o f  th e  p la y , 
h is  m other e x h ib i ts  very  human q u a l i t i e s  fo r  she cannot b e a r  to  w atch 
what i s  happening to  h e r  son . The Abuelo com forts h e r  d u rin g  th e  e n t i r e  
o rd e a l ,  much th e  same as he would do i f  he were human. Casona has th u s  
removed th e  bo u n d aries  which s e p a ra te  l i f e  and d ea th  by making th e  dead 
seem a l iv e .  He has l i b e r a l i z e d  th e  concep tion  o f  th e  s p i r i t  w orld  by 
showing th a t  i t  i s  occupied  by personages who a re  capab le  o f  em otions 
such as lo v e  and f e a r .  Gone a re  th e  c o ld , gruesome elem ents a s s o c ia te d  
w ith  th e  dead in  th e  Romantic p e r io d ;  in s te a d  they  a re  re p la c e d  w ith  sym­
p a th e t i c ,  s e n s i t iv e  ones.
^A lejandro  Casona, La casa  de lo s  s i e t e  b a lc o n e s , in  Obras Com­
p lé ta s  , I I ,  w ith  a  Prologue by F ed erico  C arlos Sainz de Robles (M adrid: 
A g u ila r , 1963), p . 288.
4 b id . , p. 291.
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I t  i s  i n t e r e s t i n g  t o  n o te  th e  symbolism o f  th e  number th re e  w ith  
re s p e c t to  th e  Madre, th e  A buelo, and A l ic ia .  S ince  Casona i s  d e a lin g  
w ith  th e  phases o f  th e  s u p e r n a tu r a l ,  i t  i s  s ig n i f i c a n t  t h a t  he should  
allow  th r e e  o f  th e  dead t o  appear on th e  scene in s te a d  o f  only two o r 
one. A c tu a lly ,  i f  only th e  Madre and th e  Abuelo had app eared , th e  p lay  
would s t i l l  have been j u s t  as e f f e c t iv e  f o r  A l i c i a ’s r o le  was very  m inor, 
se rv in g  only  to  e s ta b l i s h  th e  f a c t  t h a t  she i s  U r i e l 's  f r ie n d .  Why, th e n ,  
d id  Casona s e le c t  th re e  c h a ra c te rs?  Perhaps h is  re a so n in g  r e l a t e s  to  th e  
f a c t  th a t  th e  number th re e  n o t only  re p re s e n ts  th e  T r in i ty ,  b u t a lso  
S p i r i t ,  Body, and S o u l, as w e ll  as Wisdom, Love, and T ru th .^  S ince Ca­
s o n a 's  Weo-Romantic ph ilosophy  advocates th e  accep tan ce  o f  r e a l i t y  (T ru th ) 
th rough  th e  v e h ic le  o f  Love, i t  on ly  s tan d s  to  rea so n  t h a t  man would 
m ature (Wisdom) in  th e  p ro c e ss . L ik ew ise , s in c e  th r e e  sym bolizes th e  
S p i r i t ,  Body, and S o u l, i t s  use w ith in  th e  p la y  would h e lp  to  r e in fo r c e  
th e  id e a  o f  a  humanized s p i r i t  w orld  w ith in  th e  co n tex t o f  modern s o c ie ty .
F in a l ly , t h i s  s ta tem en t o f T ia  Genoveva i s  w orth  c o n s id e ra tio n ;
GENOVEVA: La o t r a  / b a r a ja /  lo s  t e n i a  to d o s . E s ta ,  s o la -
mente lo s  que v a len  siem pre. . . .  E l uno, que es nûmero de D ios.
E l t r è s ,  que es l a  S an tîs im a  T rin id a d , E l c in c o , que son la s  
L lagas de C r is to .  El s i e t e ,  que son lo s  D olores de l a  V irg en , 
y  e l  doce, que son lo s  A p o stô les . Son lo s  ü n icos numéros v e r -  
d ad ero s .
URIEL: lY  lo s  o tro s?
GEIfOVEVA: Los o tro s  so lo  s irv e n  p a ra  conçirar y  v ender;
son lo s  de lo s  co m erc ia n te s .°
Genoveva eq u a tes  numbers w ith  r e l ig io n .  However, th e r e  i s  o th e r  symbo­
lism  a tta c h e d  to  th e  p a r t i c u l a r  numbers which she c o n s id e rs  as r e a l :
^ S e p h a r ia l ,  p . 13. ^Casona, La c a s a , p . 296.
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th e  number one i s  th e  number o f  u n i ty ,  o f  c r e a t io n ;  th e  number th re e  
re p re s e n ts  s p i r i t u a l  s y n th e s is ;  f iv e  i s  th e  number o f  Man; seven i s  
term ed th e  M ystic Number; and tw elve  i s  sym bolic o f  cosmic o rd e r and
Y
s a lv a t io n .  A ll  o f  Genoveva's in te r p r e ta t io n s  o f  th e  symbolism o f  num­
b e rs  can be ex tended  to  in c o rp o ra te  Casonian Neo-Romanticism. For exam­
p l e ,  Casona b e l ie v e s  in  c o rp o re a l and s p i r i t u a l  u n io n , f o r  he has human­
iz e d  th e  f ig u re s  o f  th e  D e v il ,  D eath , and th e  Dead (Number l ) .  S im ila r ly ,  
he b e lie v e s  t h a t  s p i r i t u a l  s y n th e s is  i s  in ç e r a t iv e  b e fo re  man can face  
th e  r e a l  w orld  (Number 3 ) .  Casona a ff irm s  a ls o  t h a t  man i s  th e  p iv o ta l  
p o in t  about which a l l  th e  te n e t s  o f  h is  Neo-Romanticism rev o lv e  (Number 
5 ) . The fo rc e s  o f good and e v i l  so predom inant in  C asona 's  p lay s  a re  
co n ta in ed  in  th e  m y s tic a l  number seven . And f i n a l l y ,  th e  au th o r b e lie v e s  
t h a t  man can f in d  h im se lf  i f  he faces  l i f e  and a l l  th e  ra m if ic a t io n s  o f  
s o c ia l  e x is te n c e  (Number 1 2 ) . I t  i s  i n t e r e s t i n g  t h a t  Casona shou ld  have 
s e le c te d  th o se  p a r t i c u l a r  numbers in s te a d  o f  o th e rs  s in c e  th ey  do f i t  
q u i te  n ic e ly  in to  h i s  Neo-Romantic id eo lo g y .
C asona 's  v is io n  o f  th e  s u p e rn a tu ra l  i s  th e r e f o r e  c h a ra c te r iz e d  
by a  l i b e r a l i z e d  c o n s id e ra tio n  o f  th e  s u b je c t .  He has humanized awesome 
fo rc e s  to  such an e x te n t  t h a t  th e  boundary betw een man and th e  su p er­
n a tu r a l  o f te n  seems to  d is a p p e a r . D eath , th e  D e v il, and th e  w orld  o f  
th e  s p i r i t ,  as Casona p re s e n ts  them , f a l l  w ith in  th e  g ra sp  and compre­
h en sio n  o f  modern man, th e re b y  im p a rtin g  to  h i s  Neo-Romanticism i t s  d is ­
t in c t iv e n e s s .
T cir lo t, p. 22k ,
CHAPTER V III  
EDUCATION, SOCIETY, AND WOMAN
In  N u e s tra  N ataeha (1936) and La t e r c e r a  p a la b ra  (1 9 5 3 ), C asona 's 
tre a tm e n t o f  women, e d u c a tio n a l m ethods, and n a tu re  assumes a  more 
l i b e r a l  i n t e r p r e t a t i o n  th a n  t h a t  accorded  th e se  s u b je c ts  d u rin g  n in e ­
te e n th  cen tu ry  Rom anticism . A lthough C asona 's  in s i s t e n c e  on ex p erien ce - 
b ased  le a rn in g  methods and h is  ad v oca tion  o f  a  r e tu r n  t o  a  more s in g le ,  
u n h u rr ied  s o c ie ty  a re  n o t in n o v a tiv e  id e a s  a t  a l l ,  th e y  ta k e  on a  modem 
focus when viewed w ith in  th e  c o n tex t o f  tw e n t ie th  cen tu ry  c i v i l i z a t i o n .  
These two C asonian b e l i e f s  a re  n o th in g  more th an  a  r e i t e r a t i o n  o f  a  
p u re ly  Romantic id eo lo g y  which p la c e s  more em phasis on th e  in d iv id u a l ,  
however th ey  become c h a r a c t e r i s t i c  o f  C a so n ia n  Neo-Romanticism due to  
t h e i r  very  i n t e n s i f i c a t i o n  and re in fo rcem en t o f  p r e - e x is t in g  Romantic 
id e o lo g ie s .  S im ila r ly ,  C asona 's  v iew po in t re c e iv e s  a  b ro a d e r ,  more en­
com passing s ig n if ic a n c e  when c o n sid e red  n o t only  as a  more vehement r e ­
a f f irm a tio n  o f  R om anticism , b u t a lso  as a  r e a c t io n  d ia m e tr ic a l ly  opposed 
to  th e  o rd e red  w orld  produced by l a t e  n in e te e n th  cen tu ry  P o s it iv is m . 
Casona r e lo c a te s  each in d iv id u a l  a t  th e  c e n te r  o f  e x is te n c e ,  in s te a d  o f 
c o n s id e rin g  him i n s e r t a n t  s o c io - p o l i t i c a l l y  as p a r t  o f  a  group as was
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done in  th e  im p erso n a l P o s i t i v i s t i c  fo c u s . This r e tu r n  o f  man to  th e  
p o s i t io n  o f  im portance  accorded  him b e fo re  th e  advent o f  P o s itiv ism  
se rv es  to  re -em phasize  more c le a r ly  th e  im portance o f  each in d iv id u a l 's  
e x is te n c e , th e re b y  fu n c tio n in g  as th e  b a s is  o f  C asona 's  Neo-Romantic 
id eo lo g y . S im ila r ly ,  th e  a u th o r 's  l ib e r a l is m  i s  f u r th e r  m an ife s ted  in  
h is  tre a tm e n t o f women, f o r  he r e f l e c t s  p u re ly  tw e n tie th  cen tu ry  p reoc­
cu p atio n s  w ith  women's l ib e r a t io n  from r e s t r i c t i v e  s ta n d a rd s . P re v io u s ly , 
women had been bound to  id e a s  o f  fem ale s u b se rv ie n c e , male dom ination , 
and a t o t a l l y  dom estic  o r ie n ta t io n .  C asona 's in s is te n c e  on th e  impor­
ta n ce  o f  a l l  in d iv id u a ls ,  r e g a rd le s s  o f  se x , i s  in d ic a t iv e  o f  h is  l i b e r ­
a lism , and by e x te n s io n , i s  an example o f  an o th er o f  h is  own Neo-Romantic 
c h a r a c t e r i s t i c s .
In  N u estra  N ataeha and La t e r c e r a  p a la b ra  th e  a u th o r 's  b e l i e f s  
concern ing  e d u c a tio n , s o c i e t a l  com position , and women a c t iv e ly  complement 
each o th e r  and dem onstra te  C asona 's modern p reo ccu p a tio n s  a r i s in g  from a 
tw e n tie th  cen tu ry  s o c ie ty  which has become dehumanized and d e s e n s it iz e d . 
These id eas  have appeared  in  one form o r an o th er in  some o f  h is  o th e r  
p la y s . In  La s i r e n a  v a ra d a , f o r  exam ple, R icardo e s ta b l i s h e s  a  home by 
th e  s e a  in  an a ttem p t t o  avo id  th e  ravages o f modem te c h n o lo g ic a l  c iv i ­
l i z a t i o n  by re tu rn in g  to  a  s im p le r , more uncom plicated  e x is te n c e . In  
a d d i t io n ,  R icardo  Jo rdan  f in d s  t r u e  happ iness  in  E s t e l a 's  sim ple  f is h in g  
v i l l a g e  in  La b a rc a  s in  p e sc a d o r . th e reb y  f a c i l i t a t i n g  h is  r e je c t io n  o f 
th e  h a r r ie d ,  m a t e r i a l i s t i c  s o c ie ty  o f  which he had been a  p a r t .  These 
exançles  a re  b u t two in s ta n c e s  among th e  many in  which Casona advocates 
th e  s u b s t i tu t io n  o f s im p l ic i ty  f o r  c o n ç le x ity  in  l i f e .  S im ila r ly ,  th e  
a u th o r 's  b e l i e f  in  th e  f a c t  t h a t  man le a rn s  b e s t  and most en d u rin g ly  by
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ex p erien ce  i s  im p l i c i t l y  dem onstrated  by R icardo  Jo rd a n ’s en co u n te r w ith  
two c o n tra s t in g  w orlds in  La h a rc a  s in  pescador and h i s  d e c is io n  to  
choose th e  s im p le r o f  th e  tw o; had he no t been ab le  to  ex p erien ce  b o th  
o f  th e s e  l i f e  s t y l e s , he would n o t have had any b a s is  f o r  com parison and 
consequen tly  cou ld  n o t have made a  f i r s t - h a n d  s e le c t io n .  F in a l ly ,  Caso­
n a ’s tre a tm e n t o f  most o f  h is  fem ale c h a ra c te rs  to  t h i s  p o in t has been a 
sym pathetic  one f o r  he views women as in d iv id u a ls  capab le  o f  d e c is io n s  
equal to  th o se  o f  t h e i r  male c o u n te rp a r ts  and o f te n  showing a s tu te  wisdom 
and judgm ent as in  th e  case  o f  S ib i l a  in  E l crim en de Lord A rtu ro . His 
d e p ic t io n  o f  Chole as a  j o u r n a l i s t  in  P ro h ib id o  s u ic id a r s e  en p rim avera  
e x em p lif ie s  Casona’s b e l i e f  th a t  a  woman i s  capab le  o f w orking in  s o c ie ty  
in  p o s i t io n s  fo rm erly  h e ld  only  by men.
Casona’s e d u c a tio n a l l ib e r a l i s m  i s  p a te n t ly  obvious in  th e  f ig u re  
o f  N a ta l ia  V a ld es , th e  p ro ta g o n is t  o f  N uestra  N ataeha. This c h a ra c te r  
fu n c tio n s  as th e  spokeswoman f o r  modern e d u c a tio n a l th e o ry  which has i t s  
ro o ts  in  th e  te a c h in g s  o f  John Locke in  th e  se v e n te en th  cen tu ry  and which 
can be t r a c e d  th ro u g h  th e  n in e te e n th  cen tu ry  Romantics and th e  Spanish  
I n s t i tu c io n  L ib re  de Enserianza a t  th e  tu rn  o f th e  cen tu ry  and on in to  
th e  tw e n tie th  c en tu ry  and modem ed u ca to rs  such as Dewey, B ru n e r, and 
P e s ta lo z z i ,  Casona’s fo c u s , th e r e f o r e ,  i s  n o t in n o v a tiv e  b u t r a th e r  i s  
a  r e a f f i r m a t io n ,  re c o n f irm a tio n , and r e in te n s i f i c a t io n  o f  p r e - e x is t in g  
th e o r i e s .  N ataeha , and by e x ten s io n  Casona, b e lie v e s  t h a t  ed u ca tio n  
shou ld  n o t be pure  m em orization and d r i l l s .  R a th e r, a  sch o o l i s  a  m icro­
cosm o f  s o c ie ty .  S in ce  i t  i s  l i f e ,  le a rn in g  shou ld  be an ev o lv in g  pro­
cess based  on e x p e r ie n c e . E d u ca tio n a l p ro cesses  shou ld  prompt c h ild re n  
to  u t i l i z e  t h e i r  r a t i o n a l  pow ers, th e re b y  com paring, c o n tr a s t in g .
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e v a lu a tin g , and a n a ly z in g  in  th e  p ro c e ss . This u t i l i z a t i o n  o f  th e  in q u iry  
method in  e d u ca tio n  i s  f a r  more s t im u la tin g  th a n  p u re  m em orization . Ca­
sona b e lie v e s  t h a t  th e  p ro cess  o f  le a rn in g  can be more i n s t r u c t io n a l  and 
advantageous th an  th e  mere p ro ducts  o f  le a r n in g . I t  i s  th e re fo re  t h i s  
r a t io n a le  which prom pts N a ta l ia  to  a b o lish  c la s s e s  o f  m athem atics a t  th e  
R eform atorio  de l a s  Damas A zules, S ince th e  c h ild re n  lo a th e  s tu d y in g  
math so  much, a  m en ta l b a r r i e r  o f  n e c e s s i ty  has a r i s e n ,  and th ey  beg 
N a ta l ia  to  e lim in a te  in s t r u c t io n  in  t h i s  s u b je c t .  At th e  same tim e , 
however, t h a t  N ataeha te rm in a te s  th e se  form al c l a s s e s ,  she a ls o  prom ises 
th e  g i r l s  new u n ifo rm s, p ro v id ed  t h a t  each one w i l l  be re s p o n s ib le  f o r  
making h e r  own,
ENCARNA: IV estidos nuevosi
FINA: Pero yo no se  c o r ta r ,
ENCARNA: Yo t e  ayudo. iComo lo s  q u e re is?
MARIA: A zu les ,
FINA: IB lan co s, b la n c o s , que es como se  ve s i  e s ta n
lim p io s !
MARIA: 6Que pod ra  c o s ta r?
ENCARNA: Somos t r e i n t a . . , ,  a t r e s  m e tro s . Un buen
p e rc a l  puede e n c o n tra rse  a  una s e s e n ta  y c i n c o , . ,  Espera.
(Hacen grupo en t o r n o _a mesa ro d ean d o _a ENCARNA, que 
p ré p a ra  lâ p iz  ^  p a p a l , Vuelva MARGA) ,
FINA: (C orriendo a  e l l a ) ,  îMargaî iP o r f i n ! , , ,  JHas
v is to  a  l a  nueva d ire c to ra ?  Es mas g u a p a ,, , ,  mas b u e n a ,, ,
Me h a  prom etido  que me dej a r a  c r i a r  conejos y  g a l l in a s ,
Ademas, isa b e s?  iNunca mas tendrem os c la s e  de m atem aticas!
MARGA: iDe verdad?
FINA: ÎNunca mas ! . . .  lY vamos a te n e r  v e s tid o s  nuevos
b la n c o s , . , !  IManana irem os a  M adrid a  coraprar l a  t e l a !
(MARGA se  ilu m in a  f e l i z . Cor re  _a l a  p iz a r r a  ^  e s c r ib e  en
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l e t  ra s  grandes ; lAba,1o l a s  m atem aticas I »  E n tre  t a n t o . 
l a s  demâs hacen su  t r a b a jo . )
ENCARNA: N oventa, a  una s e s e n ta  y c in co . Nueve p o r
c in c o , c u a re n ta  y  c in co .
FINA: ( C orriendo  a  e lla ). Y l le v o  c u a tro . Nueve p o r
s e i s ,  c in c u e n tra  / s i c / y  c u a t r o . . .
MARIA: Y c u a tr o ,  c in c u e n ta  y  ocho. (NATACHA. desde l a
p u e r t a , s o n r ie  contem plando l a  e sc e n a )
N atacha bas p ro v id ed  a  s t im u lu s , new d r e s s e s ,  which has in a d v e r te n t ly
prom pted th e  g i r l s  t o  u t i l i z e  m athem atica l p r i n c i p l e s , a lth o u g h  th ey
them selves do n o t r e a l i z e  i t .
S im ila r ly ,  M arg a rita  Lujan employs i d e n t i c a l  lo g ic  in  h e r  in s t r u c ­
t io n  o f  P ab lo . P ab lo  has dem onstrated  a  d e f in i t e  a v e rs io n  tow ards le a r n ­
in g  t o  re a d  and w r i t e .  In s te a d  o f  fo rc in g  him t o  l e a m  t o  p erfo rm  th e se  
b a s ic  fu n c t io n s ,  Marga p ro v id e s  him w ith  a d e s ir e  to  l e a m ,  a  method f a r  
more e f f e c t iv e  th a n  any d i s c ip l in a r y  t a c t i c  im ag in ab le . In  o rd e r  to  
c r e a te  a  t h i r s t  in  Pab lo  fo r  le a r n in g ,  Marga read s  to  him a  poem by Walt 
Whitman about th e  b e a u t ie s  o f  n a tu r e ,  a  s u b je c t which Pablo  knows i n t i ­
m ately  s in c e  he h as  l iv e d  in  th e  m ountains f o r  so many y e a r s .
MARGA: ÎLo has en ten d id o  ahora?
PABLO: Ahora c reo  que s i .  ( Se le v a n ta . tomando e l
l i b r o . ) INo e r a  n ingun im b e c il e l  t i p o  e s t e j ,  ieh? H abla 
de la s  cosas pequenas como s i  fu e ran  grandes ; y  ademas t i e n e  
e l  v a lo r  de l a  v e rd ad .
MARGA: iP o r  que lo  d ic e s?
PABLO: Porque yo conozco l a  y e rb a  desde que n a c f ;  l a
he re s p ira d o  to d a  mi v id a , he lle g a d o  h a s ta  m o rd erla  con
^A le jand ro  Casona, N uetra  N atacha , in  Obras C om plétas, I ,  w ith  
a  Pro logue by F ed e rico  C arlos S a inz  de Robles (M adrid: A g u ila r , 1963) ,
p . 434 .
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mis d i e i i t e s , . , ,  y ,  s in  embargo, <<tan^oco yo s a b r ia  d e c ir  
l o  que es l a  y e rb a  >7* (Ho.jea e l  l i b r o  como un h o r iz o n te  
d esco n ccid o ) .  iEs a s i  to d o  e l  l ib ro ?
MARGA: Todo. La T ie r r a  y  e l  Hombre f r e n te  a  f r e n t e .
PABLO: E stoy  seguro  de que a  mi p ad re  l e  h u b ie ra
g u stad o . Ik  t i  tam biên?
MARGA: Lo he le fd o  c ie n  v eces . Es como un amigo.
PABLO: E n to n ces , iquë l e  vamos a h a c e r ? . . .  (Un poco
como v en cid o . )  A prenderë a  l e e r .^
By s t im u la t in g  Pab lo  t o  conçare  what he has h ea rd  w ith  t h a t  he knows o f
l i f e ,  Marga has g iven  him  th e  in c e n t iv e  and d e s ir e  to  want t o  re a d , a
method which i s  more conducive to  a s s im ila t io n  th an  any t r a d i t i o n a l  one.
S im ila r ly ,  Marga ençlo y s  th e  same tech n iq u e  in  conv incing  Pab lo  t h a t  he
sh o u ld  le a rn  to  w r i te .
iP o d r ia s  enseiiarme a  e s c r i b i r  como e l  que h iz o  
Ro, a s i  seguro  que no.
Y s i  no se  e s c r ib e  a s i ,  iv a le  l a  pena e s c r ib i r ?
PABLO 
e se  l ib r o ?
MARGA
PABLO
MARGA: Puede s e r  u t i l .  Es una m anera de h a b la r s e  l a
g en te  desde l e j o s :  iR ecuerdas lo  que me d i j i s t e  a n te s?  S i
yo e s tu v ie r a  en a q u e l la  montaha me lla m a r ia s  g r i ta n d o :  
« I M a r g â a a a l»  P ero  s i  e s tu v ie r a  v e in te  montanas mas a l i a ,  
id e  que t e  s e r v i r i a  g r i t a r ?
PABLO: I r f a  a  b u s c a r te  a  c a b a llo .
MARGA: Y s i  en lu g a r  de v e in te  montafJas e s tu v ie r a
v e in te  p a is e s  mas a l i a ,  a l  o tro  lad o  d e l  m ar, ide  que t e  
s e r v i r i a  e l  c a b a llo ?
PABLO: (La m ira  in q u ie to . )  iQue q u ie re s  d e c ir?  iEs
que p ie n sa s  m archarte?
p
A le jan d ro  C asona, La te r c e r a  p a la b r a , in  Obras co m p lé tas . I ,  
w ith  a  Pro logue by F ed e rico  C arlos Sainz de Robles (M adrid: A g u ila r ,
1963) ,  pp. 111-112.
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MARGA; Entiêndem e, P ab lo ; no se  t r a t a  de e so . Te p re -  
gunto s in c lem en te : s i  yo e s tu v ie r a  muy le jo s  y q u is ie r a s
llam arm e, s e r f a n  i n u t i l e s  e l  g r i t o  y e l  c a b a l l o . . .  T endrias 
que e sc r ib irm e , ino?
PABLO; C o n te s ta  t u  p rim ero . S i e s tu v ie ra s  en e l  f in
d e l mundo y  yo t e  e sc r ib o  lla m â n d o te , Îv en d rîa s?
MARGA: IQuien puede s a b e r lo î
PABLO: C o n te s ta , Marga. V en d rîa s , i s i  o no?
MARGA: ( Le m ira  la rg am en te . B aja  lo s  o jos y  l a  v o z .)
V endria .
O
PABLO: E n tonces, e s t a  b ie n :  ensename a  e s c r i b i r .
Casona b e l ie v e s  a lso  t h a t  th e  le a rn in g  p ro cess  sh o u ld  n o t be a 
o n e -s id ed  d i s c i p l in e .  Not only  shou ld  th e  te a c h e r  g e n tly  le a d  h e r  s tu ­
den ts  in  th e  r i ^ t  d ir e c t io n s  by s t im u la t in g  them to  new d is c o v e r ie s ,  
sh e , to o ,  shou ld  l e a m  in  th e  p ro c e s s . Casona dem onstrates h is  b e l i e f  
in  t h i s  re c e p tiv e n e ss  n ece ssa ry  on th e  p a r t  o f  th e  i n s t r u c to r  when he 
has N atacha work and l e a m  a lo n g sid e  h e r  charges d u rin g  t h e i r  s ta y  a t  
L a lo 's  farm . He removes th e  t r a d i t i o n a l  b a r r i e r s  e x is t in g  betw een 
te a c h e r  and s tu d e n t s in c e  everyone in  th e  commune works f o r  th e  common 
good. L ikew ise, Marga i s  n o t j u s t  P a b lo 's  te a c h e r ,  she i s  a lso  P a b lo 's  
s tu d e n t .  Pablo  opens up a whole new w orld  to  Marga, by showing h e r  th e  
b e a u tie s  o f  n a tu r e ,  by a llow ing  h e r  to  h e a r  th e  d i f f e r e n t  c a l l s  o f  b i r d s ,  
and by showing h e r  d i f f e r e n t  ty p es  o f  t r e e s  found in  th e  f o r e s t .  In  
b o th  c a s e s , th e  te a c h e rs  have l ik e w ise  p r o f i t e d  from th e  le a m in g  p ro c e s s , 
b u t only  because th e y  a re  r e c e p tiv e  and open, as Casona b e lie v e s  th ey  
shou ld  b e .
^Ibid.. pp. 112-113.
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C asona 's id e a s  on e d u c a tio n , th e n , a re  n o t r a d ic a l  i n  t h e i r  o r ie n ­
t a t i o n ,  b u t r a th e r  t r a d i t i o n a l  from a h i s t o r i c a l  p e r s p e c t iv e .  What im­
p a r t s  to  them t h e i r  d is t in c t iv e n e s s  i s  th e  f a c t  t h a t  th e y  a re  a  tw e n tie th  
cen tu ry  r e v e r b a l iz a t io n  and re a f f irm a tio n  o f p re v io u s  b e l i e f s .  In  a 
modern s o c ie ty  which has become so concerned w ith  th e  p ro d u c ts  o f  l e a m ­
in g , i t  i s  o f te n  n e ce ssa ry  t o  re-em phasize  th e  im portance o f  th e  p rocess 
and ex p erien ce  o f  e d u c a tio n . This i s  what Casonian Neo-Romanticism 
s t r iv e s  to  accom plish .
Not on ly  does th e  a u th o r expose h is  e d u c a tio n a l b e l i e f s  through 
N atacha and Marga, he a lso  shows h is  concern f o r  fem ale e q u a l i ty  by h is  
v ery  c h a r a c te r iz a t io n  o f  them. Both women h o ld  d o c to ra te s ,  a  f a c t  which 
was alm ost unheard  o f  in  a  p re - tw e n tie th  cen tu ry  w o rld , b u t which i s  most 
commonplace and n o t a t  a l l  unusual now. A d d it io n a lly , N atacha enjoys 
th e  d i s t in c t io n  o f  b e in g  th e  f i r s t  fem ale to  h o ld  a  d o c to ra te  in  Educa­
t i o n  in  S pa in . The f a c t  t h a t  Casona has b o th  d re ss  s im p ly , e le g a n t ly ,  
and c o n se rv a tiv e ly  shows th a t  he does n o t want to  c h a r a c te r iz e  them as 
unusual o r  s tra n g e . Were th e s e  women to  behave e x tra v a g a n tly , by p ro cess  
o f  a s s o c ia t io n  th e  assum ption  would a r i s e  t h a t  a l l  fem ale ed u ca to rs  bo r­
der on th e  b iz a r r e  and a r e ,  co n seq u en tly , s tr a n g e . R a th e r , C asona's 
norm al p o r t r a y a l  o f  them  se rv es  to  c a s t  a  fa v o ra b le  l i g h t  on a l l  women 
who have com pleted g rad u a te  s tu d ie s  and shows t h i s  accom plishm ent to  be 
a  most norm al and lo g i c a l  occurrence  in  modern s o c ie ty .  L ikew ise , Caso­
na  has removed t r a d i t i o n a l  b a r r i e r s  by hav ing  Pablo  accep t a  woman in ­
s te a d  o f  a  man as h is  te a c h e r .  His l i b e r a l  tw e n tie th  cen tu ry  emphasis 
on th e  r ig h t s  o f woman shows a woman who i s  a c tu a l ly  more i n t e l l i g e n t  
th a n  a  man, w ith  th e  man h im se lf  a d m ittin g  i t  and a llow ing  h e r  to  te ac h
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him. C asona 's  em phasis, th e n ,  on th e  n e c e s s i ty  o f  th e  e q u a l i ty  o f  women 
in  a w orld  p re v io u s ly  dom inated by men i s  c le a r ly  in d ic a t iv e  o f  h is  l i b e r ­
a l  Neo-Romantic b e n t .
F in a l ly ,  Casona b e lie v e s  t h a t  modem man must r e tu r n  to  a  s im p le r 
e x is te n c e . L ike h is  e d u c a tio n a l id e a s ,  t h i s  n o tio n  i s  n o t r a d ic a l ly  
new, f o r  Jean  Jacques R ousseau, a  p re c u rso r  o f  F rench Rom anticism , was 
an ad h eren t o f  th e  same id e a . C asona 's Neo-Romantic l ib e r a l i s m  se rv e s  to  
in te n s i f y  t h i s  Romantic b e l i e f  p re v a le n t in  th e  e a r ly  to  m id -n in e te e n th  
cen tu ry  and i s  l ik e w ise  a  r e a c t io n  to  th e  P o s i t i v i s t i c  o r ie n ta t io n  o f  
s o c ie ty  in  th e  l a t t e r  p a r t  o f  th e  n in e te e n th  c e n tu ry . Casona b e l ie v e s  
s o c ie ty  shou ld  d i r e c t  i t s  focus once again  on th e  in d iv id u a l  as i t  had 
done du rin g  th e  Romantic age. S o c ie ty  today  has become much to o  dehuman­
iz e d  and e n t i r e ly  to o  te c h n o lo g ic a lly  and s c i e n t i f i c a l l y  o r ie n te d ,  and 
i t  must o f  n e c e s s i ty  c o n ce n tra te  on i t s  very  co re : man and h is  i n t e r ­
r e la t io n s  w ith  o th e r  in d iv id u a ls ,  Casona has shown th ro u g h  N a tac h a 's  
v en tu re  w ith  communal l iv in g  how a  p e r f e c t ly  a l t r u i s t i c  s o c i a l  s i tu a t io n  
can succeed :
Es n u e s tro  p rim er p an . Ese t r i g o  lo  hemos sembrado noso - 
t r o s , l o  hemos m olido en n u e s tro  m olino y se  ha  cocido  en 
n u e s tro  h o m o . Venga, t i o  S an tiag o . îV erâ u s te d  que hondo 
sabe e l  pan cuando es verdaderam ente n u e s tro î^
Man has fo rg o tte n  how g r a t i f y in g  i t  can be to  do e v e ry th in g  fo r  h im se lf
w ith o u t th e  a id  o f  modern te c h n o lo g ic a l  in v e n tio n s . He has l o s t  t h a t
f e e l in g  o f  accom plishm ent which only  can come w ith  t o t a l  s e l f - s u b s is te n c e
independent o f  a l l  e x te r n a l  e lem en ts , save only  th e  b a s ic  to o ls  su p p lie d
by n a tu re . By w orking to g e th e r  tow ards a  common g o a l ,  N atacha and h e r
^Casona, N atacha . p . U65 .
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group have e lim in a te d  th e  r i g i d  s o c i e t a l  s t r u c tu r e s  c h a r a c te r i s t i c  o f  
ev o lv in g  c i v i l i z a t i o n s  and have le a rn e d  by ex p erien ce  t h a t  a l t ru is m  i s  
much more conducive t o  t o t a l  s e l f - r e a l i z a t i o n  th a n  i s  ego tism . C asona 's 
r e tu rn  to  n a tu r e ,  th e n ,  in  N u estra  N atacha i s  n o t an advocation  o f  a  r e ­
sum ption o f  th e  h a b i ts  o f  p r im it iv e  s o c i e t i e s , b u t r a th e r  an a f f irm a tio n  
o f  th e  n e c e s s i ty  o f  se lf-know ledge and f u l f i l lm e n t  t h r o u ^  th e  a l t ru is m  
in h e re n t  in  a  co o p e ra tiv e  e f f o r t .  Casona sees  N a tac h a 's  farm  community 
as th e  symbol o f what a l l  s o c ie ty  sh o u ld  i d e a l ly  b e , and i t  s tan d s  ou t 
in  s t a r k  r e l i e f  when c o n tra s te d  w ith  th e  te c h n o lo g ic a l  b e n t o f  modem 
s o c ie ty .  L ik ew ise , N a tach a 's  r e f u s a l  to  le a v e  th e  commune w ith  h e r  p eers  
a t  th e  end o f  th e  p lay  ex em p lifie s  C asona 's  b e l i e f  t h a t  i t  i s  m an's m oral 
r e s p o n s ib i l i ty  to  seek  a c t iv e ly  th e  means o f  s e l f - r e a l i z a t i o n  by d iv e s t ­
in g  h im s e lf  o f  th e  s c i e n t i f i c a l l y  o r ie n te d  accouterm ents o f  s o c ie ty ,  and 
by g a in in g  h is  s u b s is te n c e  w ith  h is  own hands th ro u g h  h a rd  work.
In  La t e r c e r a  p a la b r a , Casona i n i t i a l l y  d e p ic ts  Pablo as a  
p u re ly  n a tu r a l  man, devoid  o f  th e  i n t e r n a l  s t ru g g le s  between good and 
e v i l  which a r i s e  once man becomes a  s o c ia l  c r e a tu r e .  He has l iv e d  f o r  
tw enty  y e a rs  in  th e  m ountains away from th e  r ig o r s  o f  s o c ie ty  w ith  only  
h is  f a th e r  who id e a l iz e d  him. His i s  a  v ery  s im p l i f ie d  w o rld , as i s  
shown by h is  e x p la n a tio n s  o f  th e  e x is te n c e  o f  God and o f  D eath:
PABLO: Una t a r d e ,  estando  yo s o lo ,  l a  I co r z& f  v i
l l e g a r  a r r a s t r a n d o s e , con una mancha r o j a  a q u i. Yo t r a -  
ta b a  de la v a r le  a q u e lla  mancha, p ero  e l l a  me m iraba con 
lo s  o jo s  t r i s t e s ,  como d ic ie n d o : « N o  t e  cans e s , pequeHo; 
y a  es i n u t i l .  >>  Se re c o s to  ju n to  a  l a  lumbre a  e s p e ra r .
Y de re p e n te  s e n t i  que u n f r i o  m is te r io s o  cruzaba  l a  
p u e r t a . . . ,  que a lgo  t e r r i b l e  ib a  a  p a s a r  d e la n te  de mi 
s in  que yo p u d ie ra  h ace r n a d a .. .  Y a s i  me quedê tem blando 
en un r in c o n , h a s ta  que v i  c la ram en te  que lo s  o jo s  segu ian  
a l l i ,  p e ro  l a  m irada ya  no . Cuando l l e g o  mi pad re  y  d i jo
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l a  p a la b ra  « M u e r t e » ,  no h a c ia  f a i t  a ;  yo y a  lo  s a b la .  
iComprendes ahora?
MARGA: No s ê . . .  La m uerte es una q u ie tu d  que se
ve y  un f r î o  que se  to c a .  Pero  B io s . . .
PABLO: Es lo  mismo. Lo que yo no p o d r îa  e n ten d e r
nunca es una m aquina de e s c r i b i r ,  s i  no me lo  e x p lic a s  
t u ;  es demasiado co E ç licad o , En cam bio, l a  M uerte y 
Bios son ta n  s e n c i l l o s . . .
MARGA: STambiên a  Bios lo  d e s c u b r is te  t u  so lo ?
PABLO: Como lo  h u b ie ra s  d e sc u b ie r to  t u .  Es o t r a
COSa n a tu r a l .
MARGA: P e ro , p o r lo  meno s , h a b r ia s  o ido  e sa  p a la b ra .
PABLO: La p a la b r a ,  s i .  Pero iquë son la s  p a la b ra s
h a s ta  que no sabes de verdad  lo  que l le v a n  d en tro ?  Eue 
una noche que , a l  v o lv e r  de c az a , me sép a ré  de mi pad re  
y  me en co n tre  p e rd id o  en una montafla d e s ie r t a .  iHas 
e s tad o  a lguna  vez a l l a  a r r i b a  cuando va  a  e s t a l l a r  l a  
torm enta?
MARGA: Nunca.
PABLO: La noche e n te r a  p a re c fa  c o n ten e r e l  a l i e n to
esperando no së  q uë . . . ,  y se  h iz o  un s i l e n c io  ta n  grande 
que me c o r r io  un e s c a lo f r îo  desde l a  nuca h a s ta  lo s  c a s -  
cos d e l c a b a llo , Porque en tonces t e  das cu en ta  de todo  
lo  pequeno que e ré s  y todo  lo  so lo  que e s t a s .  A pretë  
desesperadam ente l a s  e sp u e la s  p a ra  e sc a p a r de a q u e lla  
so le d a d , pero  i n û t i l :  e l  c a b a llo  s e g u ia  tem blando s in
moverse . Y de p ro n to  s e n t i  que no e s ta b a  yo s o l o . . .
A lguien se  a ce rc ab a  en l a  o sc u r id a d , 11amandome desde l a  
t i e r r a ,  abrazândome con e l  v ie n to ,  miran  dome desde l a s  
e s t r e l l a s . . .  A lgo , mucho mas grande que y o , p e ro  que 
q u e r ia  m eterse  e n te ro  d e n tro  de mi p a ra  l l e n a r  mi so led a d  
de hombre. No pude r e s i s t i r  e l  miedo y g r i t ë  l a  ü n ic a  
p a la b ra  capaz de q u ita rm e lo : << iPadre! »  En ese  momento 
e s t a l l o  un tru e n o  como una re s p u e s ta ,  y to d a  l a  noche se  
ilum ino  con un relâm pago. Y en tonces comprendi que a q u e llo  
que e s ta b a  a l l i  conmigo e r a ,  se n c illa m e n te  B io s.
P a b lo 's  w orld  p r io r  to  h is  e d u ca tio n  i s  a  very  e lem en ta l one. He can
n e i th e r  re a d  n o r w r i t e ,  he does n o t know how t o  r e a c t  in  s o c ia l  s i t u a t i o n s .
^Casona, La t e r c e r a .  pp . 133-13^.
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he i s  most b a rb a r ic  from a  s o c ie ty ’ s c iv i l i z e d  p o in t  o f  view . Of c o u rse , 
t h i s  ty p e  o f  e x is te n c e  i s  a most l im i te d  one f o r  man must o f  n e c e s s i ty  
i n t e r a c t  w ith  o th e rs  in  o rd e r  to  ach iev e  t o t a l  r e a l i z a t io n  o f s e l f .
Casona r e a l iz e s  th a t  modern s o c ie ty  i s  fo rm u la ted  upon th e  b a s is  o f  
s o c ia l  in te rc o u rs e  and i s  n o t n a iv e  e n o u ^  to  b e lie v e  th a t  t o t a l  w ith ­
draw al from a m a t e r i a l i s t i c  s o c ie ty  i s  th e  s o lu t io n .  By th e  same to k e n , 
he abhors th e  in s e n s i t iv e  p o s i t i v i s t i c  b e n t o f  s o c ie ty  as ex em p lified  by 
th e  P ro fe so r  de A n tro p o lo g ia  and h is  p u re ly  s c i e n t i f i c  i n t e r e s t  in  Pablo 
as an example o f  th e  P r im it iv e  Man in s te a d  o f c o n s id e rin g  Pablo as a  r e a l  
p e rso n . R a th e r Casona advocates a  fu s io n  o f  th e  two p o le s :  ” . . .
n e i th e r  th e  N a tu ra l Man n o r th e  S o c ia l  Man a lone  b ea rs  th e  essence  o f  
t r u e  f e l i c i t y ;  b o th  a re  e s s e n t i a l  -  a  m arriage  o f  th e  b e s t  elem ents o f  
each . This b e l i e f  i s  e s s e n t i a l l y  th e  one a lso  advanced in  N u estra  
N atacha . M utual c o o p e ra tio n  w ith in  th e  framework o f  a  s im p lif ie d  s o c ie ty  
devoid  o f  a l l  s c i e n t i f i c ,  p o s i t i v i s t i c ,  te c h n o lo g ic a l in c l in a t io n s  w i l l  
o f  n e c e s s i ty  produce th e  g r a t i f y in g  s e l f - f u l f i l lm e n t  and love  v i t a l  to  
man’s e x is te n c e .
A lthough C asona 's  id e a s  a re  u to p ia n , th e y  n e v e r th e le s s  in d ic a te  
h is  concern f o r  th e  p re se n t s t a t e  o f  modem s o c ie ty .  In  N uestra  N atacha 
and in  La t e r c e r a  p a la b r a , Casona h as  n o t only shown h is  p a r t i c u l a r  form 
o f  Neo-Romanticism t o  be a  r e a f f i rm a tio n  o f  th e  Romantic emphasis on 
in d iv id u a l  im p ortance , b u t he has a ls o  dem onstrated  i t  to  be a  r e s u l t  
o f  h is  a v e rs io n  to  th e  dehum anized, in s e n s i t i z e d  p ro d u c ts  o f  a  P o s i t i v i s t i c
1965) ,  p. 40.
^H. Kay Moon, "C eleron and C asona," H isp an ia , XLVIII, i  (M arch,
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age. C asona 's  l i b e r a l  view o f  a  woman's p o s i t io n  marks him d e f in i t e ly  
as a  tw e n tie th  cen tu ry  l i b e r a l  and i s  lik e w ise  perhaps a  d e f in i t e  ch arac ­
t e r i s t i c  o f  h i s  own Neo-Romantic o r ie n ta t io n .
CHAPTER IX
HUMANITAEIANISM
In  v i r t u a l l y  a l l  o f  h is  p la y s ,  Casona re-exam ines th e  s ig n if ic a n c e  
o f  lo v e  w ith in  th e  co n tex t o f  tw e n tie th  cen tu ry  h u m an ita rian ism . A lth o u ^  
h is  view o f  lo v e  i s  m u lt i - f a c e te d  and encompasses n o t on ly  p a s s io n , ego­
t is m , and d e s i r e ,  b u t a l s o ,  su b lim a tio n , redem ption , p u r i t y ,  and P la to n ­
ism , i t  fo cu ses  b o th  d i r e c t ly  and i n d i r e c t ly  on th e  a l t r u i s t i c  s ig n if ic a n c e  
o f  in te rp e r s o n a l  r e la t io n s h ip s .  The Casonian p e r s p e c tiv e  o f  lo v e  th u s  
gains added r e l i e f  when co n sid e red  as a  complement to  h is  o v e r - a l l  Neo- 
Romantic id eo lo g y . A lthough h is  em phasis on p a r t i c u l a r  c h a r a c te r i s t i c s  
o f  love may m ir ro r  p a s t  b e l i e f s ,  Casona i s  d i f f e r e n t i a t e d  from p re ­
tw e n tie th  cen tu ry  au th o rs  in  h is  b ro ad  h u m an ita rian  p e r s p e c t iv e .  In  
C aso n ian  Neo-Rom anticism , modem s o c ie ty  i s  to  blame f o r  th e  e v i l s  ram­
p an t in  th e  w o rld , f o r  i t  i s  th e  p reponderance o f  a  m echanized, dehuman­
iz e d ,  o v e rly  s c i e n t i f i c  and te c h n o lo g ic a l environm ent which has c o n tr ib u te d  
c h ie f ly  to  p e rs o n a l debasement and d e m o ra liz a tio n . For Casona, th e n , th e  
e v i l s  o f  a  modern, b o u rg e o is , m a t e r i a l i s t i c  s o c ie ty  a re  s in s  a g a in s t  lo v e .^
^C harles L e ig h to n , "Casona and L o rca ,"  Modem Drama, p .  33.
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He p la c e s  th e  redem ptive and p u rg a tiv e  q u a l i t i e s  o f  a  t r u e ,  in te r p e r s o n a l ,  
s e l f - s a c r i f i c i n g  lo v e  a t  th e  v ery  co re  o f  h is  id eo lo g y  and see s  in  th e se  
f e a tu re s  th e  s a lv a t io n  o f  man. Such a  b e l i e f  becomes a  fundam ental 
C asonian Neo-Romantic c h a r a c t e r i s t i c  when c o n sid e red  in  an encom passing 
p e rs p e c tiv e  o f  th e  modem age.
Casona’s em phasis on a l t r u i s t i c  in s te a d  o f  e g o c e n tr ic  lo v e  i s  
d i r e c t ly  r e l a t e d  to  tw e n tie th  c en tu ry  p re o c c u p a tio n s . M iguel de Unamuno, 
Jo se  O rtega y  G a sse t , and A ntonio Machado, among o th e r s ,  have p ro fe s se d  
a b e l i e f  in  th e  n e c e s s i ty  f o r  p e rs o n a l i d e n t i f i c a t i o n  w ith  th e  problem s 
o f an o th e r th rough  th e  v e h ic le  o f  lo v e . These and o th e r  modern w r i te r s  
see  a  d e f in i t e  need in  s o c ie ty  f o r  f r a t e r n a l  b ro th e rh o o d  and com passion, 
f o r  p re se n t-d a y  s o c ie ty  has become in s e n s i t i z e d  t o  ex trem es. Hum anitar­
ia n  lo v e  f o r  Casona i s  an e x te n s io n  o f  th e se  c u r re n t  b e l i e f s .  For him , 
t h i s  ty p e  o f  lo v e  i s  v i t a l ,  a lth o u g h  i t  may be r a th e r  i d e a l i s t i c ,  f o r  i t  
p resupposes th e  t o t a l  im m ersion o f  th e  in d iv id u a l  w ith in  th e  needs o f 
a n o th e r p e rso n . I t  i s  th e  com plete g iv in g  o f  s e l f  in  any r e la t io n s h ip  
to  th e  ex c lu s io n  o f  p e rs o n a l s e l f - i n t e r e s t .  A ltru ism , and by ex ten s io n  
h u m an ita rian ism , fo cu ses  a t t e n t io n  n o t on a o n e -s id ed  r e l a t io n s h ip .
R a th e r , i t s  em phasis i s  outw ard and l i m i t l e s s ;  i t  aims a t  su p p re ss in g  
s e l f - i n t e r e s t  and em phasizing th e  common good o f  a n o th e r  p erson  o r group 
o f  p e rso n s . Such i s  th e  case  o f  N a ta l ia  V aldes in  N u estra  N atacha who 
devotes h e r s e l f  com plete ly  and t o t a l l y  to  th e  needs o f  th o se  w ith in  h e r  
commune; as long  as h e r  p re sen ce  i s  n e c e s sa ry , she w i l l  n ev er le a v e  th e  
farm , b u t r a th e r  w i l l  co n tin u e  to  work th e re  d ev o tin g  h e r  t a l e n t s  to  
th e  b e tte rm e n t o f  h e r  s tu d e n ts  in  p a r t i c u l a r  and hum anity in  g e n e ra l .
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C e r ta in ly  i t  can be argued t h a t  egotism  i s  a t  th e  v ery  h e a r t  o f 
a l t ru is m , f o r  a  man must be m o tiv a ted  by p e rso n a l d e s ir e s  b e fo re  he has 
th e  p o te n t i a l  to  become s e n s i t iv e  to  th e  needs o f  o th e r s .  However, and 
t h i s  p o in t i s  c e n t r a l  t o  th e  i s s u e ,  ego tism  i s  l im i te d  t o  a  narrow  c i r c l e  
o f  i n t e r e s t ;  i t s  focus cannot ex ten d  p a s t  th e  b a s ic  d e s ir e s  o f  each is o ­
la te d  in d iv id u a l .  C asona 's  h u m an ita rian ism  on th e  o th e r  hand , i s  charac­
t e r i z e d  by i t s  outw ard focus on a n o th e r . I t s  s t a r t i n g  p o in t  may be s e l f -  
i n t e r e s t ,  y e t  th e  f i n a l  r e s u l t  becomes an i d e a l i s t i c  e x p re ss io n  o f  bene­
fic e n c e  and b r o th e r ly  lo v e . This e x p la in s  why N atacha b eg in s  h e r  work 
in  th e  re fo rm a to ry  as a  p e rs o n a l crusade  a g a in s t  d e te n tio n  homes a r i s in g  
from h e r  ex p erien ce s  as a  c h i ld ;  h e r  work i s  n o th in g  more th a n  an a ttem p t 
t o  modify a s t r u c tu r e  t o  which she had  p e rs o n a lly  been  fo rc e d  t o  subm it. 
Upon u n d e rta k in g  h e r  v e n tu re , N atacha r e s t r i c t s  h e r s e l f ,  f o r  she i s  mo­
t iv a te d  by p u re ly  p e rs o n a l s t im u l i .  Her c h a r a c te r iz a t io n  e n te r s  th e  
realm  o f  C asona 's  Neo-Romanticism when she g iv es  h e r s e l f  t o t a l l y  to  h e r  
ch arg es . The e x ten s io n  o f  p e rs o n a l bo u n d aries  t o  encompass th e  needs o f  
o th e rs  marks th e  b eg in n in g  o f  h u m an ita rian ism . The developm ent o f  i n t e r ­
p e rso n a l r e l a t io n s h ip s ,  as e x em p lif ie d  by N a ta c h a 's  com plete d ev o tio n  to  
h e r  c h ild re n  in  th e  commune and v ic e  v e r s a ,  d e f in i t e ly  s i t u a t e s  N atacha 
a t  th e  end o f  th e  p la y  w ith in  th e  l im i t s  o f pu re  Neo-Romantic hum anitar­
ian ism . S o c ie ty  i s  t o  blame f o r  th e  s t r i n g e n t ,  dehum anizing s i tu a t io n  
in  th e  re fo rm a to ry ; Casona shows th ro u g h  N atacha t h a t  hope f o r  th e  fu tu re  
r e s t s  w ith  th o se  few i s o l a t e d  in d iv id u a ls  who p la c e  th e  needs o f  o th e rs  
over h ig h ly  r e s t r i c t i v e  p e rs o n a l i n t e r e s t s .
L au ra , in  La H a v e  en e l  des v an , s im i la r ly  c o n s id e rs  M ario 's  
n e c e s s i t i e s  to  be more v i t a l  th an  h e r  own p e rs o n a l d e s i r e s .  Even though
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a l t r i d s t i c  im pulses a re  n o t as obvious in  t h i s  drama as in  N u estra  
N atacha , th e  n e v e r th e le s s  e x i s t ,  a lthough  in  g re a t ly  reduced  p ro p o r tio n s , 
L a u ra 's  lo v e  f o r  Mario le a d s  h e r  to  renounce h e r  p r e s t ig io u s  s c h o la rsh ip  
to  th e  u n iv e r s i ty  in  o rd e r to  be n e a r  Mario and h e lp  him d u rin g  a  t r y in g  
s i tu a t io n  in  h is  l i f e .  Were Laura n o t m o tiva ted  by a  d e s i r e  to  id e n t i f y  
w ith  M ario 's  problem s and n e e d s , she su re ly  would have accep ted  th e  s t i ­
pend. As i t  i s ,  Casona shows h e r  as b e in g  open and re c e p tiv e  to  o th e r s .
L ikew ise in  S ie te  g r i t o s  en e l  m ar, S a n t i l l a n a 's  a ttem p t t o  save 
J u l i a  a t  th e  end o f  th e  p la y  i s  in d ic a t iv e  o f  a  Casonian Neo-Romantic 
tre a tm e n t o f  lo v e . In  t h i s  p a r t i c u l a r  work, th e  re a d e r  assumes t h a t  
S a n t i l la n a  w i l l  a id  a l l  th e  f i r s t - c l a s s  p a sse n g e rs . Such an assum ption 
i s  based  on h is  humane tre a tm e n t o f  J u l i a  and h is  p re v e n tio n  o f  h e r  s u i­
c id e  by g iv in g  h e r  th e  lo v e  she so d e sp e ra te ly  n eed s. Given th e  co n tex t 
o f  S a n t i l l a n a 's  dream and h is  a c tio n s  when he awakens, th e  re a d e r  i s  
f a i r l y  c e r ta in  t h a t  S a n t i l l a n a  w i l l  l a t e r  s t im u la te  se lf -a w a re n e ss  in  
th e  o th e r  s i x  p a sse n g e rs . The compassion he e x h ib its  tow ards J u l i a  i s  
a p r é f ig u r a t io n  o f  h is  t o t a l  a l t r u i s t i c  p o te n t ia l  which i s  r e a l iz e d  only 
p a r t i a l l y  a t  th e  end o f  th e  p la y .
In  h i s  dramas o f  r e a l i t y  and i l l u s i o n ,  Casona im p l ic i t l y  empha,- 
s iz e s  th e  n e c e s s i ty  f o r  s a lv a t io n  th rough  a l tru is m  w ith in  a  modem s i t u ­
a t io n .  In  La s i r e n a  v a ra d a , he d e p ic ts  R icardo  as a  re fu g ee  from a te ch ­
n o lo g ic a l  s o c ie ty .  Were th e  modern c o n d itio n  n o t so  im personal and mech­
a n iz e d , R icardo  would n o t have f le d  i t  and could  have p o s s ib ly  experienced  
s e l f le s s n e s s  w ith in  i t s  c o n f in e s . However, Casona a d ep tly  shows th a t  
modem s o c i e t a l  s t r u c tu r e  la c k s  th e  prim ary foundation  o f  lo v e ,  th u s  
fo rc in g  th e  c h a ra c te rs  t o  r e s o r t  t o  i l lu s o r y  s i t u a t io n s .  For t h i s  reaso n
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R icardo  e s ta b l is h e s  a  home by th e  sea  f o r  f u g i t iv e s  from re a so n . The 
f a c t  th a t  R icardo  r e tu rn s  t o  r e a l i t y  a t  th e  end o f  th e  p la y  i s  s i g n i f i ­
c a n t ,  f o r  he fa c e s  th e  r ig o r s  o f  s o c ie ty  su p p o rted  em o tio n a lly  and s p i r ­
i t u a l l y  by S i r e n a 's  lo v e . By h is  t o t a l  immersion in  h e r  p roblem s, R icardo 
d isco v e rs  h im s e lf . His a l t r u i s t i c  im pulses n o t on ly  b e n e f i t  S ire n a , b u t 
R icardo  s im u ltan eo u s ly  p r o f i t s  by them. This i s  th e  essence  o f  pure 
hum an ita rian ism : love  and th e  in c l in a t io n  t o  h e lp  someone produce t o t a l
s e lf -a w a re n e s s .
In  P ro h ib id o  s u ic id a r s e  en p rim av era , Chole i d e n t i f i e s  w ith  Fer­
nando ’s problem s t h r o u ^  lo v e  to  such an e x te n t th a t  she i s  w i l l in g  to  
commit s u ic id e .  A lthough t h i s  i s  an extrem e which Casona u s u a lly  does 
n o t s a n c t io n , i t s  very  in c lu s io n  in  th e  drama as a  d ram atic  tech n iq u e  
em phasizes th e  r a d ic a l  l im i t s  o f a l t r u i s t i c  im p u lses. I f  Chole were n o t 
em o tio n a lly  and am orously concerned f o r  Fernando and h is  b ro th e r  Ju an , 
i f  she  were concerned on ly  w ith  h e r  own p e rso n a l h a p p in e s s , she could  
n ev er have j u s t i f i a b l y  ev er co n sid e red  d e a th . The r e a l i z a t i o n  t h a t  she 
was th e  cause o f  t h e i r  s t ru g g le  p ro v id es  Chole w ith  th e  n ecessa ry  motive 
f o r  s u ic id e .  Her drowning a ttem p t does n o t dem onstrate  an i r r a t i o n a l  
move o r ig in a t in g  in  s e l f - p i t y ,  b u t i s  r a th e r  d e p ic te d  as a  lo g ic a l  so lu ­
t io n  t o  F e rn an d o 's  problem . Casona q u ite  p re d ic ta b ly  does n o t perm it 
C h o le 's  d e a th , b u t th e  example i l l u s t r a t e s  th e  p o s s ib le  l im i t s  o f  a l t r u ­
i s t i c  im pu lses.
S im ila r ly  th e  A buela in  Los a rb o le s  mueren de p ie  e x h ib its  
Casonian hu m an ita rian ism  in  h e r  r e f u s a l  to  d e s tro y  th e  i l l u s io n  o f  hap­
p in e ss  p e rp e tu a te d  f o r  h e r  by M auricio and I s a b e l .  Hers i s  a  ty p e  o f 
f r a t e r n a l  love  fo s te re d  by th e  c o u p le 's  d is p la y  o f compassion f o r  h e r .
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Mauri c io  and I s a b e l  a c t  as  th ey  do f o r  th ey  u n d ers tan d  th e  A b u e la 's  
fe e lin g s  o f  lo n e l in e s s  due t o  th e  absence o f  h e r  nephew. They g iv e  o f  
them selves w i l l in g ly ,  n o t ask ing  an y th in g  in  r e tu r n .  This a l t r u i s t i c  
g e s tu re  i s  r e c ip ro c a te d  by th e  A buela a t  th e  end o f  th e  p lay  w ith  h e r  
d e c is io n  to  co n tin u e  th e  charade . She a s tu te ly  r e a l i z e s  th a t  M auricio  
and I s a b e l  have f a l l e n  in  lo v e  and re s o lv e s  t o  su p p ress h e r  own p e rso n a l 
d e s i r e s , th e re b y  a llo w in g  them to  f e e l  f u l f i l l e d  in  th e  knowledge th a t  
th ey  have g iven  h e r  some h ap p in ess .
In  La dama d e l a lb a , M artin  i s  s im i la r  to  th e  A buela fo r  he 
re fu se s  to  re v e a l  th e  t r u t h  o f  A n g e lic a 's  supposed d e a th . This d is p la y  
o f  compassion and concern f o r  th e  Madre i s  in d ic a t iv e  o f  h is  c h a r i ta b le  
n a tu re . I t  would have been much e a s ie r  fo r  him to  expose A n g e lic a 's  
a d u lte ro u s  a c t io n s ,  b u t C asona 's M artin  in s te a d  chooses to  rem ain s i l e n t  
so as n o t to  h u r t  th e  Madre, fo r  whom he f e e l s  empathy and te n d e rn e s s .
He su b ju g a te s  h i s  p e rso n a l d e s ire s  to  more n o b le  and g r a t i f y in g  ones.
In  b o th  O tra  vez e l  d ia b lo  and La b a rc a  s in  p e sc a d o r , Casona 
i l l u s t r a t e s  how ego tism  se rv es  as th e  c a ta ly s t  f o r  s e l f - r e a l i z a t i o n  
through  a l t ru is m . Both th e  E s tu d ia n te  and R icardo  Jo rd an  come to  d e fe a t 
th e  e v i l  w ith in  them only  when th ey  each r e a l i z e  th e  t r u e  l im ite d  n a tu re  
o f  egotism . P r io r  to  t h i s  d isco v e ry , each i s  m o tiv a ted  by b ase  im p u lses , 
e i th e r  p u re ly  p h y s ic a l  p a ss io n  o r m a te r ia l  g re e d . Both men a re  ex trem ely  
s e l f - c e n te r e d  a t  th e  beg in n in g  o f th e  dram as, y e t  undergo r a d ic a l  meta­
morphoses a t  th e  end o f  th e  p la y s . A lthough Casona does no t e x p l i c i t l y  
dem onstrate  t h e i r  a l t r u i s t i c  te n d e n c ie s , he s tro n g ly  im p lie s  a t  th e  end 
o f  th e  p la y s  t h a t  b o th  men w i l l  e x h ib i t  compassion and empathy in  th e  
fu tu re  f o r  th ey  have sy m b o lica lly  d e stro y ed  t h e i r  e g o is t ic  s e lv e s .
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L ikew ise in  T rès d iamantes y nna m u je r. P e r la  i s  w i l l in g  to  
g ive  up a l l  h e r  w e a lth  and g lo ry  f o r  F ra n s is e . Through lo v e  she id e n t i ­
f i e s  w ith  him  and h is  l i f e  s t y l e ,  a lthough  he makes h is  l i v in g  as a  com­
mon t h i e f .  Her r e a l i z a t i o n  t h a t  h is  h ap p in ess  depends on h is  con tinued  
su ccess  in  h is  chosen p ro fe s s io n  prom pts h e r  to  renounce h e r  p reco n ce iv ed  
m oral p r in c ip le s  and d e d ic a te  h e r s e l f  t o t a l l y  to  him . For Casona, love  
w ith in  o r  o u ts id e  o f  l e g a l  b o u n d aries  i s  i r r e l e v a n t .  What i s  in ç o r ta n t  
in  a  Casonian Neo-Romantic view o f  l i f e  i s  th e  e x is te n c e  and a c tu a t io n  
o f  an a l t r u i s t i c  lo v e .
These dramas by no means re p re s e n t  a  com plete tre a tm e n t o f  Caso­
na* s view o f  lo v e , b u t se rv e  m erely  as s p e c i f i c  examples o f  th e  im portance 
o f  a l t ru is m , an i n t r i n s i c  c h a r a c t e r i s t i c  o f  h is  Neo-Romantic id e o lo g y . 
While h is  em phasis in  o th e r  p la y s  i s  somewhat u n re la te d  t o  t h i s  humani­
t a r i a n  a s p e c t ,  such d i f f e r in g  c o n s id e ra tio n s  l i k e  lo v e  as p u re  p a ss io n  
o r egotism  a re  s t y l i s t i c a l l y  n e ce ssa ry  g iven  th e  com plex ity  o f  amorous 
em otions. Such a d iv e rg en ce  does n o t weaken C asona 's  b a s ic  b e l i e f s ,  b u t 
r a th e r  s tre n g th e n s  them  g iven  th e  v ery  c o n tr a s t  p roduced  by a  com parison 
o f  th e  v a r ie d  f a c e ts  o f  love  w ith  h is  Neo-Romantic id eo lo g y  o f hum an ita r­
ian ism  advanced in  h is  t o t a l  d ram atic  p ro d u c tio n . Casona b e l ie v e s  t h a t  
th e  s i t u a t io n  o f  a  d e s e n s i t iz e d  modem s o c ie ty  i s  n o t h o p e le s s . The 
a u th o r 's  optim ism  th e n  re s id e s  in  th e  em phasis on th e  redeem ing q u a l i t i e s  
o f  lo v e . Love f o r  Casonian Neo-Romanticism, th u s ,  i s  one c h a ra c te r iz e d  
by compassion and empathy f o r  o th e r s .  Only t h r o u ^  f r a t e r n a l  h u m an ita ri­
anism  can man su rv iv e  in  a  modem s o c ie ty  which i s  ra p id ly  becoming de­
v o id  o f  e t e r n a l  v a lu e s . An a l t r u i s t i c  sense  o f  l i f e  w i l l  p roduce th e  
se lf -a w a re n e ss  n e ce ssa ry  to  fa c e  th e  tw e n tie th  c en tu ry  m echanized w orld .
CHAPTER X
CONCLUSION
A le jan d ro  Casona i s  more concerned w ith  th e  p h ilo s o p h ic a l  i n ç l i -  
c a tio n s  o f th e  modem c o n d itio n  th a n  w ith  t e c h n ic a l ,  d ram atic  and inno ­
v a tiv e  e f f o r t s  f o r  th e  advancement o f  h is  id e o lo g y . The fo c a l  p o in t  o f  
t h i s  tendency  in  a l l  o f  h is  dramas i s  th e  in d iv id u a l :  man c o n fro n te d
w ith  h im s e lf ,  w ith  o th e r  men, and w ith  h is  environm ent. I t  i s  in  t h i s  
enQ)hasis on th e  in d iv id u a l  as th e  c e n te r  o f  e x is te n c e  t h a t  A le jan d ro  
Casona e x h ib i ts  c h a r a c t e r i s t i c s  which c la s s i f y  him id e o lo g ic a l ly  as a  
Neo-Romantic.
C asonian Neo-Romanticism appears to  be  n o t only  an i n t e n s i f i c a t i o n  
w ith in  a  modem c o n tex t o f  n in e te e n th  cen tu ry  Romantic b e l i e f s , b u t a ls o  
a re -ex am in a tio n  o f  th e  p re s e n t s o c ie ta l  s i t u a t io n .  The a u th o r ’s p ro ­
p e n s ity  to  q u e s tio n  and re d e f in e  e x is t in g  v a lu es  and t r a d i t i o n a l  b e l i e f s  
i s  p a r t  o f th e  tw e n tie th  cen tu ry  tendency to  p u t g r e a te r  s t r e s s  on th e  
s in g u la r  im portance o f  th e  in d iv id u a l  as th e  fo c a l  p o in t  o f  l i f e .  S ince  
t r a d i t i o n a l  v a lu e s  a re  no lo n g e r  v a l id  in  a  s o c ie ty  which has become de­
hum anized, in s e n s i t i z e d ,  and o v e rly  te c h n o lo g ic a l ,  man must c o n fro n t 
l i f e  a lo n e . The a c t iv e  a s s e r t io n  o f  s e l f  r a i s e s  th e  in d iv id u a l  above 
h is  s i tu a t io n  t o  th e  l e v e l  o f  a  Casonian Neo-Romantic h e ro .
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C asona 's dramas re v e a l  t h a t  c e r ta in  b e l i e f s  rem ain c o n sta n t 
th ro u g h o u t i n  one a sp e c t o r  a n o th e r . C onsidered as one co h esive  u n i t ,  
th e se  id eas  assume th e  form o f  th e  id e o lo g ic a l  t r a i t s  which c h a ra c te r iz e  
Casonian Neo-Romanticism. In  dramas such as La s i r e n a  v a ra d a . Los a rh o - 
l e s  mueren de p i e , P ro h ib id o  s u ic id a r s e  en p rim av era , and La t e r c e r a  pa­
la b r a  Casona shows h is  d is d a in  f o r  th e  h ig h ly  m echanized and o v e rly  s c i ­
e n t i f i c  techno logy  which tends n o t only  to  demean th e  in d iv id u a l  b u t which 
i s  a ls o  a  c o n s ta n t o f  th e  modem age. R e jec tio n  o f  th e se  dehumanizing 
a sp e c ts  o f  s o c ie ty  i s  in d ic a t iv e  o f  a p le a  by th e  au th o r f o r  a  more em- 
p a th e t ic  and e le v a t in g  concern f o r  man h im se lf . C asona 's  a t ta c k  on 
modern i n s e n s i t i v i t y  i s  a lso  in d i r e c t ly  shown in  dramas such as La H av e  
en e l  desvan » S ie te  g r i t o s  en e l  m ar, and Romance en t r è s  n o ch es , f o r  th e  
main c h a ra c te rs  n ev er would have found them selves in  such u n ten ab le  s i t u ­
a t io n s  had i t  n o t been f o r  th e  p re s e n t  s o c ie t a l  c o n d itio n .
S ince  a  c o n ç u te r iz e d , c a llo u s  cen tu ry  has r e le g a te d  th e  in d iv id ­
u a l  to  an i n f e r i o r ,  dehum anizing p o s i t io n ,  th e  au th o r i s  convinced th a t  
th e  s o lu t io n  to  th e  problem  o f  i n s e n s i t i v i t y  l i e s  in  m an's a c t iv e  con­
f r o n ta t io n  w ith  h i s  s i t u a t i o n ,  and n o t h is  escape from i t .  N atacha , 
R icardo  Jo rd a n , S ir e n a , Fernando and C hole, Lord A rtu ro , and th e  E stu ­
d ia n te  a re  b u t a  few examples o f  Casonian Neo-Romantic h e ro es  who a s s e r t  
them selves by fa c in g  th e  h a rsh  r e a l i t i e s  o f l i f e ,  t h e i r  i n t e r i o r  s e lv e s ,  
an d /o r o th e r  men. These c h a ra c te rs  become sym bolic o f  Man, th e  fo c a l  
p o in t  o f  th e  drama o f e x is te n c e .
C asona 's more l i b e r a l ,  tw e n tie th  cen tu ry  i n t e r p r e ta t io n  o f  th e  
modern c o n d itio n  s im u la r ly  le a d s  him to  humanize th e  f ig u re s  o f  d e a th , 
th e  d e v i l ,  and s u p e rn a tu ra l  f o r c e s .  By making th e  u n re a l seem more
99
t a n g ib le ,  he e lim in a te s  th e  t r a d i t i o n a l  h a r r i e r s  between l i f e  and th e  
unknown, showing th e  l a t t e r  to  be in e x tr ic a b ly  bound t o  e a r th ly  e x is te n c e . 
Such i s  th e  case in  h is  d e p ic tio n  o f  th e  d e v i l  in  O tra  vez e l  d ia b lo  and 
La b a rc a  s in  p e sc a d o r; w ith  death  in  La dama d e l a lb a ; and w ith  th e  super­
n a tu r a l  in  Corona de amor y  m uerte and La casa  de lo s  s i e t e  b a lc o n e s . In  
each in s ta n c e ,  th e  hum anization  o f  t r a d i t i o n a l l y  awesome fo rc e s  ren d ers  
them b e lie v a b le  and v ia b le  c o n s ta n ts  o f  l i f e .
Casona l ik e w ise  adheres to  th e  Neo-Romantic b e l i e f  th a t  man i s  
th e  m aster o f  h is  d e s t in y , as ex em p lified  by E l crimen de Lord A rturo  
and S ie te  g r i to s  en e l  mar. Each man can choose f r e e ly  from v a r ie d  
courses o f  a c tio n  f o r  he i s  n o t bound by any p reco n ce iv ed  p la n . The 
t r a d i t i o n a l ,  in f l e x ib le  n a tu re  o f  f a t e  i s  th u s  ren d e red  m ean in g less , f o r  
Casonian Neo-Romantic heroes and h e ro in e s  such as Lord A rturo  and J u l i a  
M randa  a re  capab le  o f  fo rg in g  t h e i r  own d e s t i n ie s .
The a u th o r i s  n o t so i d e a l i s t i c  as to  b e lie v e  t h a t  man i s  always 
good, f o r  he does reco g n ize  th e  e x is te n c e  o f  b o th  i n t e r i o r  and e x te r io r  
fo rce s  o f  e v i l  as th e y  appear in  dramas l i k e  O tra  vez e l  d ia b lo  and La 
b a rc a  s in  p escad o r. However, no m a tte r  how d e p lo ra b le  a  m an's l i f e  may 
b e , th e  elem ent o f  s a lv a tio n  i s  always p re s e n t .  S e l f  aw areness t h r o u ^  
p o s i t iv e  o v e rt a c tio n s  and s e l f - e x p a t ia t io n  a re  v i t a l  t o  th e  fo rm ation  
o f  th e  whole in d iv id u a l .  C h arac te rs  such as N atacha, L aura , M artin , and 
P e r la  dem onstrate  th a t  man can save h im s e lf . I t  i s  by h is  very  confron­
t a t io n  w ith  h im s e lf  and h is  s o c ie ty  t h a t  th e  Casonian Neo-Romantic hero  
r i s e s  above h is  s i tu a t io n  and i s  saved  th rough  an e x h ib it io n  o f a humani­
t a r i a n  and a l t r u i s t i c  lo v e .
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Much o f  a  Casonian Neo-Romantic ideo logy  has i t s  ro o ts  in  p re ­
deeding l i t e r a r y  movements; however, C asona 's f r e e r  in te r p r e ta t io n  w ith ­
in  a  modern age s e t s  h is  b e l i e f s  a p a r t from th o se  o f  h is  p re d e c e sso rs . 
H is to ry  has y e t  to  determ ine i f  Neo-Romanticism w i l l  a t t a i n  th e  s t a tu r e  
o f  a  f u l l - f le d g e d  l i t e r a r y  movement o r w hether c e r ta in  t r a i t s  o f  i t  w i l l  
only  appear s p o ra d ic a l ly  th roughou t t h i s  c en tu ry . The f a c t  rem a in s, how­
e v e r , th a t  A le jan d ro  Casona does e x h ib i t  a  Neo-Romantic ideo logy  in  h is  
dramas. I t  i s  p o s s ib le  th a t  o th e r  tw e n tie th  cen tu ry  au th o rs  w i l l  f a l l  
in to  th e  same ca teg o ry  as Casona, b u t t h i s  can only  be e s ta b l is h e d  from 
th e  van tage p o in t  o f  h i s t o r i c a l  p e rs p e c tiv e . I t  cannot be d en ied , how­
e v e r , t h a t  a  c o n tin u ity  o f  tw e n tie th  cen tu ry  th o u g h t i s  c o n s ta n t in  
C asona's th e a t e r  and appears t o  be an i n t e n s i f i c a t i o n ,  r e d e f in i t i o n ,  
and a m p lif ic a tio n  o f  Romantic te n e t s  w ith in  th e  c o n tex t o f  th e  modern 
age. This i s  th e  essen ce  o f  Casonian Neo-Romanticism.
APPENDIX
CHRONOLOGY
The f a c tu a l  in fo rm a tio n  co n ta in ed  in  t h i s  chronology was g a th e red  from 
v a rio u s  s o u rc e s . Among o th e r s ,  th e  fo llo w in g  c r i t i c s  d eserve  m ention: 
A ngeles R. Arango, Manual Antonio A r ia s ,  Manuel F , A v e llo , Jo se  A. 
B a ls e iro ,  B ernard  D ulsey , Antonio G a rc ia  M inor, Ruth C. G i l le s p ie ,  
C harles H. L e ig h to n , A dela P a la c io , J .  R iis  Owre, Juan  Rodriguez C aste­
l l a n o ,  Jo sé  R odriguez R ic h a r t ,  F ed erico  C arlos S a in z  de R o b les , Juan 
S an tan a , W illiam  H. Shoemaker, E lia n a  S u a rez -R iv ero . Sainz de Robles 
has been used  as th e  p rim ary  source  o f in fo rm a tio n , as w e ll as C asona's 
own a r t i c l e s  and w orks. I f  a t  any tim e th e  abovem entioned s c h o la rs  have 
been in  d isag reem ent w ith  Sainz de R o b les, an e f f o r t  has been made t o  
n o te  c o n f l i c t in g  d a ta .
1903 -  né A le jan d ro  Rodriguez A lvarez on March 23 ( r e p o r te d  as March 3
by R odriguez C a s te l la n o ) ,  in  B e su llo , a  sm all town c lo se  to  Cangas 
de N arcea , in  th e  p ro v in ce  o f  A s tu r ia s .  P a re n ts :  Gabino R odriguez,
a  n a t iv e  o f  A s tu r ia s ,  m aestro  r u r a l  and l a t e r  d i r e c to r  de graduada 
in  th e  p ro v in ic a l  c a p i t a l  o f  Oviedo; and F a u s tin a  A lv a rez , a n a tiv e  
o f  Leon, s c h o o lte a c h e r . I t  i s  p u rp o r te d  t h a t  th e  young Casona 
developed  h is  l i k in g  f o r  th e  sc ie n c es  from h is  f a th e r  and h is  
p r e d i le c t io n  f o r  th e  a r t s  from h is  m other. A le jan d ro  was th e  
t h i r d  o f  f iv e  c h ild re n :  T e re sa , M atu tin a , A le ja n d ro , J o s é ,  and
J o v i t a ;  a l l  were ed u ca to rs  save M atu tin a , who was a p e d ia t r i c ia n .
1908-1913 -  l iv e d  in  V i l la v ic io s a  (S ainz  de Robles i s  th e  on ly  c r i t i c  who 
makes m ention o f t h i s ) .
1913-1922 -  l iv e d  and s tu d ie d  in  G ijo n , P a le n c ia ,  and M urcia. Many
c r i t i c s  d isa g re e  as to  C asona 's w hereabouts d u rin g  t h i s  p e r io d .
The fo llo w in g  i s  a  b r i e f  summary o f th e  d i f f e r e n t  o p in io n s :
1 . S a inz  de Robles : 1913-1915 -  l iv e d  in  G ijon  where he s tu d ie d
th e  f i r s t  two y e a rs  o f  h is  b a c h i l l e r a to  a t  th e  I n s t i t u t e  
« J o v e l l a n o s »  , h e re  b eg in s  h is  a t t r a c t i o n  to  th e  th e a t e r
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s tim u la te d  i n i t i a l l y  by re a d in g  C a ld e ro n 's  La v id a  es sueno 
and , v iew ing th e  s ta g e  p ro d u c tio n  o f  B en ito  Perez G aldos' La 
lo c a  de l a  c a sa . (B a lse iro  and Suarez R ivero  say th e  f i r s t  
p la y  he saw was Cancion de cuna o f  M aria de l a  L e ja rra g a  and 
G regorio  M artinez S ie r r a ) .  1917-1922 -  s tu d ie d  in  M urcia.
1918 -  f e l l  under th e  in f lu e n c e  o f  Andrés Sobejano w ith  re g a rd  
to  th e  th e a t e r .  1919 -  e n te re d  th e  u n iv e r s i ty  in  M urcia; he 
a ls o  a tte n d ed  th e  C o n se rv a to rio  de M usica y  Declamacion w ith ­
o u t h is  p a r e n ts ' knowledge. 1920 -  in  O ctober, he p u b lish e d  
h is  h i s t o r i c a l  romance "La em presa d e l Ave M aria" in  th e  mag­
az in e  Polytechnicum  (M urcia). 1921 -  he was fo rce d  to  le av e  
th e  u n iv e r s i ty  fo r  f in a n c ia l  re a so n s .
2 . A ngeles E. Arango: 1 9 l4 -1 9 l6  -  s tu d ie d  in  th e  I n s t i t u t e  Gene­
r a l  y  Tecnico «  J o v e l l a n o s »  in  G ijo n . 1916-1917 -  s tu d ie d  
i n  P a le n c ia  in  th e  I n s t i t u t e  G enera l y  Tecnico (to d ay  known
as th e  I n s t i t u t e  de Ensenanza Media « J o r g e  Manrique>>) and 
was a lso  e n ro lle d  in  cou rses in  th e  I n s t i t u t e  de M urcia. 
I 917- I 919 -  e n ro lle d  i n  th e  I n s t i t u t e  de M urcia.
3. Shoemaker, B a ls e iro ,  and R iis  Owre: a l t h o u ^  th ey  do n o t men­
t i o n  s p e c i f ic  d a te s ,  th e s e  c r i t i c s  a t t e s t  t h a t  Casona s tu d ie d  
th e  f i r s t  two y e a rs  o f  h is  b a c h i l l e r a to  in  G ijo n , one y e a r  was 
sp en t in  P a le n c ia ,  and two y e a rs  in  M urcia, com pleting th e  
b a c h i l l e r a to  in  1917. 1919 -  e n te re d  th e  U n iv e rs ity  o f  M urcia
f o r  two y e a r s .
It. R odriguez R ic h a rt -  1918-1922 -  l iv e d  in  M urcia (on one occa­
s io n ,  th e  same c r i t i c  s t a t e s  t h a t  Casona l iv e d  in  M urcia from
1919 u n t i l  1922) .
1922 -  went t o  M adrid to  study  a t  th e  E scu e la  S u p e rio r  d e l M a g is te r io ,
a  t r a in in g  schoo l fo r  e lem en tary  sch o o l su p e r in te n d e n ts  and norm al 
sch o o l p ro f e s s o r s .
1923-1928 -  a tte n d e d  l i t e r a r y  t e r t u l i a s  a t  th e  Cafe de P la te r i a s  and th e  
Pombo in  M adrid w ith  men l i k e  F ed e rico  Sa inz  de R obles, Juan  Ramon 
S ender, and Benjamin J a r n e s ,  among o th e r s .
1926 -  g rad u a ted  from th e  E scuela  S u p e rio r  d e l M ag is te rio  w ith  th e  t i t l e
o f I n s p e c to r . His th e s i s  was e n t i t l e d  "E l d ia b lo  en l a  l i t e r a t u r a  
y en e l  a r t e . "  P u b lic a tio n  o f  E l p e re g r in o  de l a  b a rb a  f l o r i d a , 
a  c o l le c t io n  o f  poems w ith  a  p ro logue  by Eduardo M arquina (M adrid: 
Mundo L a tin o ) . (A ccording to  A dela P a la c io ,  Casona used  h is  g iven  
name in s te a d  o f  h is  pseudonym).
1927 -  death  o f  h is  m other. Wrote O tra  vez e l  d ia b lo .
1928 -  m arried  R o sa lia  M artin  B ravo, a  c lassm ate  a t  th e  E scu e la  S u p e rio r
d e l M a g is te r io . Secured a  p o s i t io n  in  th e  town o f Les in  th e
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V alle  de A rân , rem ote in  th e  P y ren ees, as an elem entary  schoo l 
s u p e r in te n d e n t. W hile in  th e  V a lle  de A ran , he o rg an ized  E l 
P a ja ro  P in to ,  a  c h i ld r e n 's  th e a t e r .  P laced  as a  f i n a l i s t  in  a 
l i t e r a r y  c o n te s t  o rg an ized  f o r  am ateurs by th e  newspaper ABC; h is  
e n try  was O tra  vez e l  d ia b lo .
1929 -  f in is h e d  w r i t in g  La s i r e n a  v arad a  w h ile  in  th e  V a lle  de Aran. Did
th e  S pan ish  t r a n s l a t i o n  o f  fo u r  s h o r t  p ie c e s  by th e  Frenchman 
A uguste S tr in d b e rg . In  F eb ru a ry , he went to  Zaragoza to  see  th e  
p rem iere  o f  h is  f i r s t  work to  be produced com m ercially , E l crimen 
de Lord A rtu ro  (Compania M aria Fernanda Ladron de Guevara -  R afae l 
R iv e l le s ) .  (R odriguez R ic h a rt b e lie v e s  t h a t  th e  d a te  was January  
1 6 , in s te a d  o f  F ebruary  as s t a t e d  by S a inz  de R o b le s).
1930 -  on F ebruary  19 , a  d au g h te r M arta was b o m . Casona se rv ed  as an
elem en tary  sch o o l su p e r in te n d e n t in  p a r t s  o f  Leon and A s tu ria s  
d u rin g  1930 and 1931. P u b lish ed  La f l a u t a  d e l sap o . a  c o l le c t io n  
o f  poems (V a lle  de A ran ); t h i s  was th e  f i r s t  work to  b e a r  th e  
name "C asona." R egarding th e  adop tion  o f  t h i s  pseudonym, Casona 
has made th e  fo llo w in g  comments ;
1 . L e t te r  d a te d  January  30, 1938, t o  Jo sé  A. B a ls e iro :  "Casona
e ra  e l  apodo f a m i l ia r  de lo s  mios en A s tu r ia s , p o r l a  ca sa
s o la r ie g a  enorme y  dominante en que nacim os. Asi empece a  
u s a r lo  como seudonim o, y a s i  soy y a  irrem e d ia b le m en te ."
2 . L e t te r  d a ted  March 24 , 1946, to  W illiam  H. Shoemaker: "Naci
y me c r i e  en una v i e j a  casa  s o la r ie g a  que p o r s e r  l a  mas
grande de l a  a ld e a  es llam ada p o r to d o s  ' l a  C aso n a .' Es
fre c u e n te  en la s  a id ea s  (donde por s e r  c a s i  todos p a r ie n te s ,
lo s  a p e l l id o s  se  r e p i te n  mucho) d i s t i n g u i r  a  la s  fa m ilie s  po r 
e l  lu g a r  que h a b i ta n . Asi se  d ic e  ' l o s  de l a  F u en te , '  ' l o s  
d e l V a l l e , ' y en mi caso ' l o s  de l a  C aso n a .' A1 p u b l ic a r  mi 
p rim er l i b r o  d e s tin a d o  a l  p u b lic o , d e c id i  ad o p te r ese  seudo­
nim o, que he empleado desde e n to n ce s , y que ha  lleg ad o  a  su s -  
t i t u i r  a  mi a p e l l id o ,  in  d u s  o en l a  v id a  de r e la c io n ."
1931 -  b i r t h  o f  th e  Second R epublic  on A p ril  l 4 .  Casona was named In spec­
t o r  o f  Schools in  A s tu r ia s  and became p a r t  o f  th e  In sp ecc iô n  Pro­
v in c ia l  de P rim era  Ensenanza de M adrid.
1931-1936 -  d u ra tio n  o f  th e  P a tro n a to  de M isiones Pedagogicas under th e  
M in is te r io  de In s tru c c io n  P u b lic a  y B e lla s  A rtes  w ith  Manuel B. 
C ossio  as p r e s id e n t .  Casona was named d i r e c to r  o f  th e  T ea tro  d e l 
Pueblo o r T e a tro  Ambulante and se rv ed  in  t h i s  c a p a c ity  f o r  f iv e  
y e a r s .  Casona w rote  th re e  o n e -ac t p la y s  e s p e c ia l ly  fo r  th e  Tea­
t r o  d e l P ueb lo : E l en trem is d e l mancebo que caso con l a  m ujer
b ra v a , Sancho Panza en l a  in s u la  B a r a ta r ia , and B alada de A tta  
T r o l l  ( l a t e r  in c o rp o ra te d  in  R u es tra  N a tach a).
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1 , W illiam  Shoemaker n o te s :  " B r ie f ly  s t a t e d ,  th e  m isiones sought 
to  perform  a work o f  s o c ia l  j u s t i c e  by b r id g in g  th e  abyss be­
tween th e  c i t i e s  and th e  r u r a l  d i s t r i c t s  and by removing 
th rough  communication th e  i s o la t io n  o f  th e  l a t t e r ,  . . . The 
v i s i t  o f  a  group o f  m isioneros would norm ally  l a s t  a  few 
( f iv e  to  te n )  days and would in c lu d e  th e  showing o f  m otion 
p ic tu r e  f i lm s ,  th e  read in g  o f  p ie c e s  o f  good l i t e r a t u r e  (o f te n  
n a t io n a l  p o e t r y ) ,  t a lk s  on such s u b je c ts  as p e rs o n a l hygiene 
and p r a c t i c a l  agronony, th e  p la y in g  o f  f in e  reco rd ed  m usic, 
and th e  perform ance o f  s h o r t  p la y s . Somethimes a  puppet 
th e a te r  and te a c h e r - t r a in in g  courses were in c lu d e d ."
2 . Casona h im se lf  say s : "D urante lo s  c in co  ahos en que tu v e  l a
fo r tu n e  de d i r i g i r  a q u e lla  muchachada e s tu d ia n te ,  mas de t r e s -  
c ie n to s  pueb los . . . nos v ie ro n  l l e g a r  a sus e j id o s ,  sus 
p la z a s  o sus p ro c h e s , le v a n ta r  n u e s tro s  b a r tu lo s  a l  a i r e  l i b r e  
y r e p ré s e n te r  e l  sazonado r é p e r to r ie  an te  e l  f e l i z  asombro de 
l a  a ld e a . S i a lguna  obra  b e l l a  puedo enorgu llecerm e de hab er 
hecho en mi v id e , fue  a q u e lla ;  s i  a lg o  s e r io  he aprendido 
sob re  pueblo  y  t e a t r o ,  fue a l i i  donde lo  a p re n d i. T re sc ie n ta s  
ac tu ac io n es  a l  f r e n te  de un cuadro e s t u d i a n t i l  y an te  p u b lico s  
de s a b id u r ia ,  emocion y  len g u a je  p r im it iv e s  son una te n ta d o ra  
e x p e r ie n c ia ."
1932 -  re c e iv e d  th e  Prem ie W acional de L i te r a tu r a  f o r  F lo r  de lev en d as .
D uring t h i s  y e a r ,  he le a d  e ig h t o f  th e  tw enty  m isiones conducted.
1933 -  re c e iv e d  th e  Prem ie Lope de Vega p re se n te d  by th e  A yuntam iento de
M adrid fo r  La s i r e n a  v a ra d a ; th e  ju ry  was headed by Joaqu in  
A lvarez Q uin tero  and th e re  were one hundred s ix te e n  e n t r a n ts .  
P u b lic a tio n  o f  F lo r  de lev en d a s . (M adrid: B ib l io te c a  Wueva)
The work was s ig n ed  A le jand ro  Rodriguez "Casona" (A dela P a la c io ) ,
193b -  p rem iere  o f  La s i r e n a  v arada  on March 17 (T ea tro  Espanol de
M adrid; Compania M arg a rita  X irgu -  Enrique B o r ra s ) .  P rem iere in  
F lo rence  o f th e  I t a l i a n  t r a n s la t io n  o f  La s i r e n a  v a ra d a . F i r s t  
e d i t io n  o f  La s i r e n a  varad a  in  La F a rsa  (M adrid ), Ano 8 , Hum. 357, 
l i t  J u ly  1935 .
1935 -  p rem iere  o f  O tra  vez e l  d ia b lo  ( re v is e d )  in  Madrid on A p ril  26 
(X irgu -  B orras Company). C o lle c tio n  o f  t e a t r o  menor done f o r  
th e  r e p e r to i r e  o f  th e  T ea tro  U n iv e r s i ta r io .  A d ap ta tio n  o f  A lfonso 
Hernandez C a ta ’s E l m is te r io  de ' M aria C e le s te * in  J u ly  (T ea tro  
de l a  Z a rzu e la ; Compania Ram bal), acco rd ing  to  Shoemaker. (Sainz 
de Robles and R odriguez R ic h a rt s t a t e  th a t  i t  was p rem iered  in  
V a lenc ia  by th e  Compania Rambal in  th e  T ea tro  Ruzafa on January  
1 2 ). Wrote H u estra  N atacha in  C anales in  th e  p ro v in ce  o f Leon; 
work was perform ed in  B arcelona in  December. F i r s t  e d i t io n  o f  
O tra  vez e l  d ia b lo  in  La F a rsa  (M adrid ), Ado 9 ,  Num. UlO, 27 
J u ly  1935.
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1936 -  f i r s t  perform ance o f  H u estra  N atacha in  M adrid on February  6
(T ea tro  R eina V ic to r ia ;  Compania P é p ita  D iaz de A rtig a s  -  Manuel 
C o llad o ). F i r s t  e d i t io n  o f  H u estra  N atacha in  M adrid, Czecho­
s lo v ak ian  p rem iere  o f  H u estra  N atacha in  P rague . B eginning o f  
th e  S panish  C iv i l  War on Ju ly  l8 .  Casona f l e d  w ith  h is  w ife  and 
dau gh ter th rough  th e  m ountains to  A s tu r ia s  where he l e f t  them 
and re tu rn e d  v ia  G ijo n , S an tan d er, and San S e b a s tia n . He was in  
Iru n  th e  l a s t  hours b e fo re  i t  f e l l  on Septem ber U. He c ro ssed  
th rough  F rance t o  B arcelona  and went to  V a len c ia  and M adiid, 
s ta y in g  in  M adrid t h r o u ^  November when he was ev acu a ted  to  
V a len c ia  by th e  F i f th  Regiment. Lost c o n ta c t w ith  R o sa lia  and 
M arta in  December.
1937 -  e v e n tu a lly  Casona found h is  fam ily  and b ro u g h t them to  a  sm all
town in  B r i t ta n y . O ffered  th e  l i t e r a r y  d i r e c to r s h ip  o f  th e  th e ­
a t r i c a l  company le a d  by P é p ita  Diaz and Manuel C o llado . S e t s a i l  
in  March from Cherbourg fo r  Mexico. Casona rem ained w ith  t h i s  
group f o r  two y e a rs  d u ring  which tim e he t r a v e le d  to  M exico, Ar­
g e n tin a , C h ile , Cuba, V enezuela, Colombia, P u e r to  R ico , and P eru . 
F in ish e d  and produced P roh ib id o  s u ic id a r s e  en p rim avera  on June 
22 in  Mexico (T ea tro  A rbeu).
1938 -  Casona’ s t h e a t r i c a l  company went t o  Cuba and P u e rto  R ico , In
Caracas on June 17 , he produced h is  Romance de Dan y E lsa  (T ea tro  
N acio n a l; Diaz -  C ollado Company); t h i s  p la y  was l a t e r  c a l le d  
Romance en T rès Noches. F in ish e d  a  new v e rs io n  o f  E l crimen de 
Lord A rtu ro  ■which was produced in  1938 in  Havana. Read a  paper 
in  th e  A ula Magna o f  th e  U n iv e rs ity  o f  Havana which was p u b lish ed  
in  p a r t  in  th e  R e v is ta  de In d ia s  (B ogota, 1938) e n t i t l e d  "Las 
m ujeres de Lope de V ega." Gave a  s e r ie s  o f  le c tu r e s  a t  th e  Tea­
t r o  Comedia in  Havana: "E l Amor: H is to r i a ,"  "E l Amor: Geogra-
f i a , "  "E l Amor: P s ic o lo g ia  y E t i c a . " These le c tu r e s  were s tag e d
by th e  Diaz -  C ollado Company.
1939 -  in  J u ly ,  Casona e s ta b l is h e d  Buenos A ire s  as h i s  perm anent head­
q u a r te r s ;  th e re  he l iv e d  on C alle  Moreno f o r  th re e  y e a rs  and on 
C a lle  A renales in  th e  B a rrio  N orte f o r  tw en ty -one y e a r s .
19^0 -  p rem iere  o f  S in fo n ia  inacabada on May 21 in  M ontevideo (T ea tro
S o l i s ) .  Wrote M aria C u rie . B io g ra f ia  e sc e n ic a  in  c o lla b o ra t io n  
w ith  F ran c isco  M adrid; Casona re fu se d  t o  p u b lis h  i t ,  b u t th e  work 
was f i r s t  perform ed in  Buenos A ires (T ea tro  S m art). Wrote an 
o r ig in a l  movie s c r i p t  e n t i t l e d  "V ein te  ahos y una noche" (E stud ios 
F ilm adores A rg e n tin o s ) . (N esto r A stu r Fernandez n o te s  th e  p u b li­
c a tio n  o f  a f a r s e ,  Pinocho y  l a  In f a n t in a  B lanca F lo r  done on 
June 16 in  th e  T ea tro  A teneo).
19^1 -  p rem iere  o f  Las t r e s  p e r fe c ta s  casadas on A p r i l  I 8 in  Buenos
A ires (T ea tro  A venida; Compania L ola  M em brives). O rig in a l movie 
s c r i p t  e n t i t l e d  "En e l  v ie jo  Buenos A ire s"  (E stu d io s  San M iguel). 
A d ap ta tion  o f  a  work by Edmundo d ’Amicis done f o r  th e  f ilm
106
in d u s try  e n t i t l e d  "La m a e s t r i ta  de o b re ro s"  (E stu d io s  F ilm adores 
A rg e n tin o s ) .  Wrote Una m ision  p e d a g o g ic o -so c ia l en S a n a b r ia ; 
t e a t r o  e s t u d i a n t i l  (Buenos A ire s : Cuademos de C u ltu ra  E spano la ,
a  p u b l ic a t io n  o f  th e  P a tro n a to  H ispano-A rgentino  de C u ltu ra ) ,
F i r s t  e d i t io n  o f  E ntrem is d e l mancebo que caso con m ujer b ra v a  
(v i th  La s i r e n a  v a rad a  and P ro h ib id o  s u ic id a r s e  en p rim av e ra ) .  
(Buenos A ire s :  L osada).
19^2 -  p rem ie re  in  P a r is  o f  th e  French  v e rs io n  o f La s i r e n a  v a rad a  (Le 
B e l ie r  T h e a te r ) . P rem iere  in  Rio de J a n e iro  o f  th e  P ortuguese  
v e rs io n  o f  S in fo n ia  in acab ad a  (T ea tro  R eg in a). O rig in a l  movie 
s c r ip t  e n t i t l e d  "C o n c ie rto  de alm as" (E stu d io s  B a i r e s ) .  Casona 
a ls o  d id  one o f  th e  s ix  ep iso d es  o f  th e  movie s c r i p t  "C eniza a l  
v ie n to "  (E stu d io s  B a i r e s ) .
19^3 -  t r a n s l a t e d  in to  S pan ish  th e  works o f  H. R. Lenormand: La in o c en te
(L 'in n o c e n te ) , La lo c a  d e l c ie lo  (La f o l l e  du c i e l ) , and Los f r a -  
casados (Les r a t e s ) .  O r ig in a l  movie s c r i p t  e n t i t l e d  "Cuando 
f lo r e z c a  e l  n a ra n jo "  (E stu d io s  San M iguel). O r ig in a l  movie s c r ip t  
o f  h is  own R u e s tra  N atacha . A d ap ta tio n  o f  a  work by Ib sen  done 
f o r  th e  f i lm  in d u s t ry ,  "Casa de munecas" (E stu d io s  San M iguel). 
A d ap ta tio n  o f  C an tig a  XCIV o f  A lfonso e l  Sabio done f o r  th e  f i lm  
in d u s t r y ,  "M arg a rita  l a  t o m e r a . " A d ap ta tio n  o f  a  work by Galdos 
done f o r  th e  f i lm  in d u s t r y ,  "E l a b u e lo ."  (Shoemaker d a te s  t h i s  
19^6). L ec tu re  e n t i t l e d  "Galdos y e l  ro m an tic ism o ,"  p u b lish e d  in  
Cursos y C o n fe re n c ia s . a  m agazine o f  th e  C olegio  L ib re  de E stu d io s  
S u p e rio res  o f  Buenos A ire s . P rem iere  o f  th e  P ortuguese  v e rs io n  o f  
N u estra  N atacha in  Sab Paulo (U n iv e rs ity  T h e a te r ) . P rem iere  o f  
th e  P o rtuguese  v e rs io n  o f P ro h ib id o  s u ic id a r s e  en p rim av era  in  Rio 
de J a n e iro .
19^^ -  p rem iere  on November 3 o f  La dama d e l a lb a  in  Buenos A ires  (T ea tro  
A venida). P u b l ic a t io n  on November 4 o f  La dama d e l A lba. Movie 
s c r i p t  e n t i t l e d  "E l M arfa C e le s te "  b ased  on C asona 's  own p lay  
(E stu d io s  S ono-F ilm ). P rem iere  o f th e  F rench v e rs io n  o f  N u estra  
N atacha i n  December (La B ruyere T h e a te r ) . F i r s t  e d i t io n  o f  La 
dama d e l a lb a  (Buenos A ire s : L osada).
19^5 -  p rem iere  on August 2h o f  La b a rc a  s in  pescad o r in  Buenos A ires  
(T ea tro  L ic e o ) . S c r ip t  done in  c o l la b o ra t io n  w ith  J u le s  S uper- 
v i e l l e  b ased  on Jacques B e rn a rd 's  M artine and e n t i t l e d  "Le f r u i t  
mordu" (Andes F ilm ). L ec tu re  on "Nueva p o esfa"  re a d  a t  th e  Ateneo 
« P i  y M argall>'> in  Buenos A ire s . P rem iere in  Rio de J a n e iro  o f  
th e  P o rtu g u ese  v e rs io n  o f  La dama d e l a lb a  i n Pernambuco, B ra z i l  
(A rt T h e a te r ) .
191 7^ -  P rem iere  o f  La m o lin e ra  de Arcos on June 19 in  Buenos A ires 
(T ea tro  A rg e n tin o ).
19^9 -  p rem iere  on A p ril  1 in  Buenos A ires  o f  Los a rb o le s  mueren de p ie  
(T ea tro  A teneo ). P u b lic a t io n  on May 7 o f  R etab lo  . jo v ia l , f iv e
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o n e -ac t f a rc e s  (F a rsa  d e l  com udo ap a lead o . F a rsa  y  . lu s t i c i a  d e l 
C o rre g id o r , F a b i l l a  d e l s e c r e te  b ie n  guardado, Sancho Panza en su  
i n s u l a , and Entrâmes d e l mancebo que cas6 con m ujer b ra v a ) (Buenos 
A ire s : E l A teneo ). F i r s t  e d i t io n  o f  S in fo n ia  inacabada  (w ith  La
m o lin e ra  de a rc o s ) (Buenos A ire s  : L osada),
1950 -  P urchased  a  co u n try  home in  Pun ta  d e l E s te ,  Uruguay which he  named
"La S ir e n a ."  F i r s t  e d i t io n  o f  Los a rb o le s  mueren de p ie  (Buenos 
A ire s ) .
1951 -  p rem iere  o f  La H a v e  en e l  desvan on June 1 in  Buenos A ires  (Tea­
t r o  A teneo ). F i r s t  e d i t io n  o f  La b a rc a  s in  pescad o r (w ith  La s i ­
re n a  v a rad a  and Los a rb o le s  mueren de p i e ) (Buenos A ire s : L osada).
1952 -  r e tu rn e d  to  A rg en tin a  on March 6 . P rem ière on March l4  o f  S ie te
g r i to s  en e l  mar in  Buenos A ires  (T ea tro  P o lite a m a ).
1953 -  p rem iere  o f  La t e r c e r a  p a la b ra  on May 29 in  Buenos A ires  (T ea tro
Odeon).
1955 -  p rem ière  o f  Corona de amor y  m uerte on March 8 in  Buenos A ires
( T ea tro  Odeon). Wrote e ssay s  "Don Juan  y  e l  d ia b lo "  (E l U niver­
s a l , O ctober l 4 ) ,  "La casa  d e l  amor" ( in d ic e  l i t e r a r i o , November 
2 9 ) . Began composing a  s e r i e s  o f  e ssay s  which appeared  under th e  
t i t l e  "Temas de siem pre" (L e ig h to n ),
1956 -  openly acknowledged a d e s ir e  to  r e tu r n  to  h is  n a t iv e  S pa in ,
(Rodriguez R ic h a rt makes n o te  o f a  t r i p  to  F ran ce , I t a l y ,  and 
P o r tu g a l from  January  to  March. On th e  t r i p ,  he stopped  in  Bar­
ce lo n a  f o r  f iv e  hours and saw h is  b r o th e r ,  s i s t e r s ,  and h is  
e ig h ty -e ig h t  y e a r  o ld  f a t h e r ) .  Wrote essays "P ica ro s  y  cab a l l é - • 
ro s"  (El U n iv e rs a l , F ebruary  1 2 ) ,  "La b e l l a  durm iente de U apoles" 
(E l U n iv e rs a l , Septem ber 4 ) ,  "E l b a lc6 n  de J u l i e t a "  (E l U n iv e rs a l , 
December 5) » "Dulce enemiga" ( In d ic e  l i t e r a r i o , March 2T) , ^'e1 
n ino  y  su  m e n tira "  ( In d ic e  l i t e r a r i o . May 2 9 ) , " P la te ro  y Juan 
Ramon" ( In d ic e  l i t e r a r i o , November 1 3 ),
1957 -  p rem iere  on A p r i l  12 in  Buenos A ires  o f  La casa  de lo s  s i e t e  b a l ­
cones (T ea tro  L iceo) f o r  which he re c e iv e d  th e  Premio de A rgen- 
t o r e s .  P rem iere o f  C a rta  de una desconocida  on May 9 in  P o rto  
A legre (T ea tro  Sâb P e d ro ) , Wrote e ssay s  "Las s i e t e  c u r s is  de 
Granada" (E l U n iv e rs a l , Ju ly  9)» "E l a r t e  de b a u t iz a r "  (E l Uni­
v e r s a l , Septem ber 4 ) ,  "R é p e rto r ie  de pecados" (E l U n iv e rs a l ,
O ctober 1 5 ) , "Pueblo y t e a t r o "  (E l U n iv e rs a l , No'vemiser 6 ) ,  E s- 
t e t i c a  d e l f ra c a so "  (E l U n iv e rs a l , December 4 ) ,  " iB ru ja s  o t r a  
vez?" ( in d ic e  l i t e r a r i o , F ebruary  5 ) ,  "Un m inuto de e te rn id a d "  
( In d ic e  l i t e r a r i o , March 5)» "T ecn ica  d e l u l t r a j e "  ( In d ic e  l i t e ­
r a r i o ,  A p ril  2 ) ,  " G a la n te r ia "  ( in d ic e  l i t e r a r i o .  May l 4 ) ,
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1958 -  a d a p ta tio n  o f  Lope de Vega’s El anzuelo  de F e n isa  (Buenos A ire s ) .
W hile Casona t r a v e le d  in  Europe, R o sa lia  re tu rn e d  t o  M adrid f o r  a  
v i s i t .  Wrote e ssay s  "Famosos d is p a r a te s ” (E l U n iv e rs a l . January
5 ) ,  ”E1 n in o  que no q u i so c re c e r” (E l U n iv e r s a l . March 1 0 ) , "Palar- 
b ra s  s in  p a sa p o rte "  ( E l U n iv e rs a l . A p r il  2 ) ,  "E l s e c re to  de Dul- 
c in ea"  (E l U n iv e rs a l , December 2 8 ) , "Amigos de c ien  b razo s"  (In ­
d ice  l i t e r a r i o . F ebruary  1 1 ) , "Saudades" ( In d ic e  l i t e r a r i o . May
6 ) ,  "Tres s o n r is a s  y  una m ujer" ( In d ic e  l i t e r a r i o , November 2 7 ).
1959 -  W rote essay s  "Yo pecador" (E l U n iv e rs a l . June  2 ) ,  "La lu n a  in v a -
d id a"  (E l U n iv e rs a l . O ctober l 6 ) ,  "E l m ar, l a  mar" ( In d ice  l i t e r a ­
r i o , A p ril  2 3 ) ,  "Dos l e t r a s ,  dos mundos" ( In d ic e  l i t e r a r i o ,  Aug­
u s t  2 0 ) .
1960 -  Took an o th er t r i p  to  Europe, v i s i t i n g  P a r i s ,  P rag u e , and V ienna.
1961 -  p rem iere  o f  T res d i amantes y una m ujer on March 16 in  Buenos A ires
(T ea tro  A teneo: C or^ah ia  M aria A u re lia  B i s u t t i  y  C arlos C o res).
A d ap ta tio n  o f  T irso  de M olina’s E l b u r la d o r  de S e v i l l a  (Buenos 
A ire s ) .
1962 -  a d a p ta tio n  o f  Lope de Vega’s P erib an ez  o e l  Comendador de Ocana
(Buenos A ire s ) .  ( In  th e  same w ork, Sainz de Robles c o n tra d ic ts  
h im se lf  and a ls o  s t a t e s  t h a t  th e  above work was done a lso  in  19-  
6 4 ). P ro d u c tio n  o f  La dama d e l a lb a  in  Spa in  on A p ril  22 (T ea tro  
de B e lla s  A r te s ) .
1963 -  p ro d u c tio n  o f  La b a rc a  s in  pescador in  M adrid on A p ril  22 (T ea tro
de B e lla s  A r te s ) . P ro d u ctio n  o f Los a rb o le s  mueren de p ie  on 
December 10 in  M adrid (T ea tro  de B e lla s  A r te s ) .  T h ea ter c r i t i c s  
in  B arcelona  name La b a rc a  s in  pescado r as th e  b e s t  p lay  o f th e  
seaso n .
I 96U -  bought a  p is o  i n  M adrid. P ro d u ctio n  in  S pa in  o f La casa  de lo s  
s i e t e  b a lco n es  on March 29 (T ea tro  Lara) and o f  La t e r c e r a  p a la ­
b r a  on O ctober 20 (T ea tro  M arquina). P rem iere  in  Madrid o f  E l 
C ab a lle ro  de la s  e sp u e la s  de oro on O ctober 1 (T ea tro  de B e lla s  
A r te s ) . (S ainz  de Robles a lso  s t a t e s  t h a t  th e  p rem iere  took  
p la c e  on O ctober 2 . Suarez R ivero  and B a ls e iro  s t a t e  t h a t  th e  
p la y  was f i r s t  perform ed on Ju ly  l4  in  B arce lo n a .
1965 -  (A ccording t o  R odriguez R ic h a r t ,  Casona went t o  Poland in  January  
to  see  one o f  h is  p la y s ) .  P roduction  in  S pain  o f Las t r e s  p e r ­
f e c ta s  casadas on Septem ber 10 (T ea tro  L a ra ) . R ev ival o f La s i ­
re n a  v a rad a  on A p ril  I 8 (T ea tro  de B e lla s  A r te s ) .  A dap tation  o f 
Fernando de R o ja s ’ La C e le s tin a  on O ctober 11 (T ea tro  de B e lla s  
A rte s )  (B a lse iro  and Suarez R ivero s e t  t h i s  d a te  as O ctober 1 2 ). 
P ro d u c tio n  in  S pain  o f P ro h ib id o  s u ic id a r s e  en p rim avera  on Febru­
ary  12 (T ea tro  L a ra ) . On Ju ly  13 , he underw ent su rg e ry  o f th e  
m i t r a l  v a lv e ;  a  second su rg e ry  was n ecessa ry  on September 13. On
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September 17 , a t  4:00 p .m ., A le jand ro  Casona d ied  o f  c a rd ia c  p a r a l ­
y s i s .  His body was tak en  a t  11:00 p.m . o f  th e  same day to  th e  
T ea tro  L ara  to  l i e  in  s t a t e ;  t h i s  was where Las t r e s  p e r fe c ta s  
casadas was th e n  be in g  perform ed. On Septem ber 18 , he was b u r ie d  
in  th e  cem etery o f N uestra  Senora de l a  Almudena, th e  m unic ipal 
cem etery o f  M adrid.
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